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Abstract 
 
 This study explores the effects dramatic performance can have on how science is 
taught and represented in the community.  It analyzes performances of a travelling theatre 
for youth production of The Jungle Book, documents the creative process leading up to 
the run of the show, explains the reasoning behind key structural choices, and details 
what aspects of the play marked its successes.  This paper’s research supports the need 
for performing arts as a tool to teach and enthuse young people, and other laypeople, 
about scientific concepts.  The documented production gives an example of what 
successive attempts to reach out to laypeople might look like.  By carefully and diligently 
creating or funding productions and companies that build on the practices used in this 
play’s debut, policymakers, science communicators, and entertainment practitioners can 
work together to deliver meaningful messages through quality performance. 
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Introduction 
 
 
 One of the hottest topics in science today is its communication (Logan 2015).  
Science has always struggled with making knowledge of discoveries about the physical 
world accessible to a wider audience (Ødegaard 2003).  Laypeople’s influence on matters 
concerning policy and funding demands that in contemporary times, everyone have 
access to the information they need to make sound decisions regarding the use and 
pursuit of science.  Science communication, as the term has been coined, is a growing 
field that demands attention either from the scientists themselves or from reporters and 
journalists who might work closely with them to couch new discoveries in a medium that 
both entertains and illuminates (Logan 2015). 
 By extension, with the arrival of the new millennium, science educators have 
made the connection between mature voters and their younger counterparts in classrooms 
first learning pivotal material.  If scientific material reaches children, it will reach policy.  
The most structurally sound way to deliver science to children is through their grade 
school education, where they might have a chance to explore cross-curricular links in the 
lessons that will shape them for the rest of their lives (Precious 2014, Taskin-Can 2013).    
Pushes have been made to increase the amount of science and math taught in schools, and 
in smaller circles, educators are searching for ways to merge interdisciplinary curriculum 
together so that their students may learn the introductory material in ways that befit the 
excitement of starting fresh on each scientific discipline.  Studies have shown that 
presenting lessons in the format of a narrative—a story that children can relate to and 
engage with—can actually increase the level of retention of daily lessons and spark more 
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initial interest in the field as a whole (Precious 2014, Times Educational Supplement 
2012). 
 So how does theatre fit into the equation?  It just so happens that as a medium for 
telling stories, theatre is a lively and interactive art form (Shepherd-Barr 2012).  
Highlighting the humanity in science, whether by telling a famous scientist’s story or 
acting out physical processes (Morris 2003), makes children feel connected with the 
physical world on a more personal level.  Learning fact from stories rather than rote 
memorization helps them to store knowledge in long-term memories, allowing them to 
retain knowledge longer, with greater interest in keeping it (Weiland 2011).  Arts and 
sciences are not mutually exclusive, not so different as the overly standardized public 
school dichotomy may want us to believe (Shepherd-Barr 2012), and, given the 
opportunity, are able to inspire many more minds together than separately (Precious 
2014). 
 There are several different strategies one can use when approaching the topic of 
science communication, especially in a classroom.  In her review, Marianne Ødegaard 
splits activities into four different categories on a spectrum, spontaneous versus 
structured, and student directed versus teacher directed (Ødegaard 2003).  Interactive 
science can help the children connect, but different students learn through different styles, 
and so the strongest classroom approaches may cover multiple brands of artistic activity.  
The same can be applied to how interactive or passive a theatrical production might be.  
Ellen Prager, in her recent lecture on science communication, also strongly distinguished 
between lecture materials that taught fact directly and stories that leaned more toward 
encouraging the audience to pursue knowledge on their own.  She emphasized the 
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importance of science communicators having strong backgrounds in the facts they were 
attempting to teach but came to the compromise that a story absent of more quantifiable 
facts still held potential for inspiring in the audience a love for the pursuit of scientific 
knowledge (Prager 2015). 
 In this study, my team functioned as an external theatre company providing this 
education to the children while they were in school.  We were not the teachers engaging 
directly with the kids in their classrooms, but we were the storytellers and performers set 
out to communicate images of life to our audience.  In order for an outside company to 
reach children, we needed to have a production that could travel to all our school 
locations.  Touring theatre for youth is not a new concept:  several companies across the 
United States (Jewish Ensemble Theatre 2015, National Players 2015, Synetic Theater 
2015, Theatre IV 2015) are able to make a significant, lucrative business out of taking 
theatre shows meant to teach valuable lessons or expose children to classic forms of 
enrichment.  Rather than looking into Shakespeare (National Players 2015, Synetic 
Theater 2015), or plays about bullying (Jewish Ensemble Theatre 2015), drugs (Jew 
Ensemble Theatre 2015), or other sensitive subjects (Theatre IV 2015) that seem to 
benefit from dramatic depictions, our company would deliver scientific theories to our 
audience at a similar, or higher, level of complexity, ambition, and, we hoped, quality. 
 For the conservation elements we meant to impart, I wanted very much for 
animals to be played by humans in the show.  There is inherent subtext that blurs the 
boundaries between human and animal when animal characters are anthropomorphized 
(Richards 1996).  If we wanted the children and laypeople we performed for to care about 
the animals, we needed to make them as relatable as possible.  Seeing human emotions 
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and struggles associated with the animals that make up an endangered species or habitat 
encourages viewers to impress those attractive and relatable characteristics onto those 
animals and their struggles in reality (Paver 2005, Murphy 1997).  The basic goal of a 
strong story is to portray characters the audience likes and can connect to—what better 
way to connect to animals than through this unique bond between live performers and 
their audience? 
 The final piece of the puzzle came quickly after the realization that the animals 
needed to be people.  How should they act?  Specifically, what moves do they make and 
how do they sound?  Physicality was our tool to bringing a level of exoticism and 
mystery to the stories of our animals while also allowing them to express vibrant 
emotions.  Physical theatre awakens the body and mind to give life to characters that use 
every inch of the performer’s body as a canvas (Gavaler 2014, Marshall 2008, Richards 
1995).  Indeed, major theorists in the first phases of physical theatre cite highly 
animalistic language to relay the vitality necessary to support the development of a 
character or performance (Wolford 1996, Suzuki 2014).  We would use the movements 
and postures that replicated these animals and fuse them with humanistic dance 
movements (since we could not change the human forms our actors came in).  Physical 
theatre would enhance our ensembleship, energy, and sense of play, all major factors that 
contribute to an appealing production of theatre for youth (Goldberg 1974).  This project 
promised to incorporate pieces and draw from predecessors that had seen success for a 
unique product unlike any our community had seen before. 
 Beyond physical theatre as a component, we needed to realize that this project 
would be all about connection and making our young audience care for our characters 
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and their messages.  This is because our goal is similar to a primary part of science 
communication and cross-curricular education.  It is all about connection; that is, reading 
one’s audience and reaching out to them on a level they can understand.  Our work 
strives to cross borders and appeal to people from different ages and backgrounds in 
order to expand our horizons in education, science, and art.  Famous ground-breaking 
theatre director Tadashi Suzuki, in explanation of his method on his website, stresses that, 
“in a society that prioritizes economic efficiency, we should place even more value on 
products created by human beings, over time, using their innate animal energy while 
being mindful of each other’s differences” (Suzuki 2009).  Of course, we respect our 
differences, but we also embrace what brings us together.  Theatre, the liveliest of art, 
does just that. 
 
 
 
Research Questions 
 
In this study, my team and I created a production that attempted to connect to young 
audiences in a meaningful way.  The overwhelmingly positive reception this show 
encountered from its viewers is testament to its influence on them, and this paper breaks 
these reactions and their catalysts down so that the success of the whole can be better 
appreciated and built upon.  Our goal is to inspire others to see the value in projects like 
ours that strive for the integration of art and science with compelling storytelling. 
 
To provide structure for this study, I pursued the answers to these three questions 
throughout the process: 
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1. Can theatre function as an educational tool to insight enthusiasm 
for scientific knowledge? 
 
2. What makes theatre the perfect medium for communicating 
educational science?  In my experiment, I will be specifically 
exploring physical theatre as the medium through which to 
communicate key concepts in conservation. 
 
3. Can a student-run, student-produced, student-performed 
production with this intent impart these lessons to its audience?  
What does it take to make this happen? 
 
In the short term, we hope that our influence encouraged the schools we attended to 
indulge in similar methods of exposing their students to science and art simultaneously.  
In the long term, I dream to start my own company in years to come, dedicated to plays 
similar in nature and attitude to this one, where connection and physicality inspire 
conversation for educational and social change. 	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Chapter One:  Choosing the Story and Adapting the Script 
 
 The tale begins with my selection of a piece to work with.  I needed a hero the 
children could relate to, who represented the worlds of wild animals and human 
civilization.  The Jungle Book suited my needs for many reasons initially:  it is a popular 
story, written as a series of allegories, not too political, with lessons that imply at least 
that nature ought to be respected.  The story itself has been incorporated into the ideology 
of the Boys Scouts of America, and their focus has been training young men to be self-
sufficient in the outside world (USSSP 2015).  Of course, the tale was in the public 
domain and experienced numerous interpretations already, but none that have stuck as the 
best story of the creatures of the Jungle and Mowgli.  I also appreciated the episodic 
structure of the work, as it addressed many different aspects of life and could teach 
morals that were simple and straightforward with a wide range of characters.  Malleable 
enough for me to make it work, The Jungle Book was my mark to hit – I just had to find a 
way to make it teach what I what I wanted to impart. 
 My version of The Jungle Book details the story of Mowgli, the boy who is lost in 
the jungle as a baby and raised by a mother wolf.  He experiences many trials and 
adventures as he grows up in this fantastic world, learning from the animals he meets 
there just as any human child may learn from friends, teachers, and family as they grow 
up in civilization.  Mowgli’s story spans the first two Jungle Books, both of which were 
serialized and collected by Kipling, and continues even further in a third installment, 
titled The Third Jungle Book, considered only distantly connected to the canon since it 
was not written by Kipling himself (Jekel 1992).  My play explores the first three stories, 
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while Mowgli is still a child and learning many of the initial lessons that influence the 
hero he becomes in succeeding stories. 
 The first chapter is chronologically perplexing at first glance, as it shares the 
scenes when Mowgli is first found and accepted into the wolf pack, when his wolf 
parents protect him from the dishonorable Shere Khan who vows to catch and devour him 
one day despite their best efforts to protect him.  The same chapter then jumps over “ten 
or eleven years” (Kipling 1894) to the story of how the wolf pack has come to distrust 
and dislike the differences in Mowgli, so much so that they depose the leader who 
supported him, vowing to kill them both.  The story ends with Mowgli’s expulsion from 
the jungle, forcing him to go in search of his own kind. 
 The second chapter backpedals to when Mowgli was seven or eight and still 
learning the Law of the Jungle from his friends and teachers, Baloo the bear and 
Bagheera the panther.  In this chapter, he encounters the Monkey People for the first 
time, his closest relatives evolutionarily, but not very polite company to keep.  They 
kidnap him and Baloo and Bagheera must appeal to their natural predator, Kaa, a giant 
boa constrictor, for help to go to his rescue.  The story includes a final confrontation, and 
a lesson well-learned and has its own sense of completeness that the other chapters lack. 
 The third and final chapter of the play details the events immediately after 
Mowgli’s expulsion from the jungle, when he finds a nearby human village and struggles 
to assimilate into civilized society.  At the climax of his frustration with human 
ignorance, one of Mowgli’s littermates braves the village to warn him that Shere Khan 
has followed him there, seeking his revenge in the form of Mowgli’s life.  The play ends 
with the end of this chapter, when Mowgli resolves to kill Shere Khan and fulfill a 
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promise he swore to him when he was exiled, to “lay his hide on the Council Rock” 
(Kipling 1894), to kill him, skin him, lay his pelt on Council Rock, and dance overtop of 
it.  He does as much with a stampede of the cattle he now drives for the village, but 
cannot bring himself to skin the tiger, who he knew better as a person than any human he 
has met within the village.  The village banishes him, which forces his return to the 
jungle, to live outside both packs, though now in closer proximity to the friends that 
always loved him. 
 The first theme of the show, in Act I is of stopping the fighting between factions 
and working together.  The wolf pack turns against itself when the greater half decides to 
side with Shere Khan and the other attempts to continue to support Mowgli and the pack 
leader that loves him, Akela.  When the renegade members of the pack choose not to 
follow the Law of the Jungle and incite a greedy rebellion instead, the conflict nearly 
destroys the pack.  Mowgli uses fire, a human tool forbidden from the jungle, to stop the 
chaos, and at that moment, locks himself away from the jungle, as he threatens even the 
lives of those he loves when he wields the deadly human weapon.  Bagheera the Black 
Panther, a protective teacher-figure who always vouches for Mowgli because she has 
seen the harshness of the human world, proposes that Man and Jungle People put aside 
their weapons and differences so that they can live together.  She proposes a symbiosis 
between civilization and nature. 
 The second of the main idea emphasizes not being ignorant of others around us.  
The example the story primes is the monkeys, who are so enamored with their tails and 
thumbs that they think themselves better than the rest of the jungle, and therefore do not 
associate with them and do not abide by or respect their laws.  The monkeys are self-
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making outcasts, not because they are different, but because they believe themselves to 
be better than the other creatures in the jungle, earning the dislike or disinterest of many 
creatures that might have otherwise helped or loved them.  Mowgli does not understand 
why the monkeys are so separate at the beginning of the story, but comes to understand 
when he tries to run away and live with them for a while.  In the succeeding interlude, 
Kaa discusses this lesson as it relates to humans who do not have care for other creatures 
besides themselves, emphasizing that the secret to a healthier and more thoughtful world 
is to be conscientious and caring for others besides oneself, or even one’s own species. 
 Mowgli’s final lesson and the final theme of the show is two-fold:  it discusses the 
idea that fear is the one factor that divides nature and civilization, and goes on to point 
out that the wild is a part of us and to let it die is to kill a part of our being.  The chapter 
examines that Shere Khan, the villain of the show and iconic picture of evil for this 
allegory, is actually much more understandable than previous tellings of the story have 
been willing to admit.  His injury, lameness in his foot that has been present since before 
the beginning of the story, prevents him from hunting normal game, and so he learns that 
he would rather steal cattle from the villagers and make them angry at the jungle than 
starve to death.  His most evil characteristic is his own sense of self preservation, which 
directly embodies the greatest factors preventing the furthering of environmentalist 
efforts – humans fear risking our own way of living for the sake of others, and the greater 
good of all.  Mowgli kills Shere Khan in an exceptionally brutal way because he fears for 
his own life and blames the tiger for his expulsion from the jungle, the home that loved 
him, and insertion into the unfriendly human world, where he cannot speak the language 
and people view him as a pest.  Had the two not feared each other and allowed that fear to 
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foster a murderous hatred, they may have seen the peaceful resolution to their conflict 
and even lived together on the same land without conflict or issue.  Mowgli learns this 
lesson the hard way, as he must cope with the guilt and weight of having ended a life 
because of this unnecessary conflict.  His growth in this chapter is only a taste of the 
trials he will face later, but that is all part of the struggle of learning to live to be the best 
being he can. 
 Rudyard Kipling, author of The Jungle Book, grew up in India and is known for 
his stories that featured post-colonialism.  In 2013, a letter written by Kipling was 
auctioned off and revealed to be his written admission to having lifted many of his stories 
from local legend in India (Flood 2013).  This explains the imperialistic, somewhat 
satirical comments on imperialism interlaced with heartfelt and oddly non-homocentric 
influences in the lessons of the work.  While Mowgli, the boy lost and raised in the 
jungle, is recognized as a being separate from the other animals, and in the original work, 
higher and better than them, he also treats them as his family and learns from them as his 
teachers and treats them largely as his family and equals.  Western influence of the 
human holding dominion over the animal kingdom would not permit him to so 
completely surrender to the laws of the jungle and ultimately favor them over those of 
man.  The final chapter does significantly point out the troubles in the human world that 
complicate Mowgli’s life and muddle his understanding of what is important in life.   
 Some theorists thought Kipling favored the mindsets condoned by imperialism.  
Others combat these notions, explaining that he meant many of these sentiments to come 
of as satirical or ironic in his works.  That will not hold focus in this thesis, but the 
conflict is an important concept to keep in mind.  Much of the key to the success of this 
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project is presenting ideas in a format that not only tells the audience to think a certain 
way, with focus upon an absolute good, but to inspire a discussion to find a middle 
ground and to take a stance that will illustrate the rationality of each individual.  Every 
child is not to take the same thing away from this experience.  Each child should relate to 
Mowgli and the characters of the jungle in different ways.  Each audience member will 
have well-loved characters and others that are far more annoying to them.  The advantage 
of theatre, as discussed in the introduction, is that it is incites public discussion of 
important topics that otherwise may not be broached (Suzuki 2009).  This is what I wish 
to impart to my audience. 
 Kipling did have much to say about the silliness and negativity of imperialism.  
He made just as much fun of humans and animals alike in his books.  The monkeys are 
his attempt to make fun of humans who believe themselves to be separate and better.  
Mowgli never interacts with white men in the three stories I chose, but Kipling’s 
portrayal of mob mentality particularly struck me as less race-specific and more general 
social satire.   
 In this section I would like to make a point of juxtaposing what my interpretations 
have been of this very flexible work and what literary critics will say of it.  I chose 
specifically to use the monkeys in my adaptation as creatures that make fun of humans 
and concepts of certain levels of evolution being higher or better than others.  A point of 
new environmental philosophy is the idea that all creatures exist equally on this planet.  
While some experience simpler lives than others, this does not create them to be lesser 
beings.  The monkeys, as primates in the script, are the closest relatives to the human 
race, but it is only because they consider themselves special, separate, and better than the 
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rest of the jungle, insisting they are smarter than the rest of it, that they actually bar 
themselves from interactions with other jungle animals.  The monkeys, in my 
interpretation, are like the humans who consider themselves and their needs higher than 
the rest of nature.  Some jungle creatures dislike, but they are friendly and well loved by 
the audience because they are silly and entertaining.  The audience is meant to feel sad 
for them when Kaa eats them at the conclusion of the act.  The question my adaptation 
prompts is one of self.  The audience must ask – am I a monkey?  Do I want to be one?  If 
I am one, is that so bad?  They seem very happy in their own world.  As creatures that are 
closed off from the world around them, they are portrayed as ignorant.  It is up to the 
audience to determine who the monkeys are in their lives and whether they themselves 
have been behaving as such. 
 In The Jungle Book, Kipling presents Mowgli as the link between humans and 
animals.  In my interpretation, I deepen this connection, making it between nature and 
civilization.  My ultimate intention is to impart the message that the only way for nature 
and civilization to continue existing is for them to merge and work in a form of symbiosis 
that allows both to mutually grow.  This can be accomplished in many different ways and 
is the newest concept in environmental science being explored in many areas across this 
growing interdisciplinary field.  Exercise and time outdoors is increasingly prescribed as 
medication to mental illness and cities are increasingly built to incorporate more greenery 
and wildlife, with alternate modes of transportation.  Our bodies and minds are 
increasingly demanding a connection to nature – as Mowgli points out in the story, we 
are not complete without our connection to the natural world.  A part of ourselves dies if 
we allow the wildness inside our hearts parish.  Mowgli is that wildness personified.  
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Mowgli must incorporate this mashing of two worlds together from the moment he lands 
in the jungle and nurses from his mother wolf.  His very survival from the moment he is 
lost as infant depends on embracing the animal inside of himself. 
 The story also approaches Mowgli’s tale as one about coming of age.  Mowgli 
spends his entire childhood in the jungle, learning everything that the jungle can teach 
him about how to survive in the world.  As a child, his teachers Baloo, Bagheera, and 
Akela all contribute to his maturation, approaching troubles that members of my young 
audience can directly relate to, whether they concern friendship, family, respect, 
responsibility, or empathy with other living beings.  Having absorbed all these lessons 
and having been schooled shrewdly in the Jungle Law, Mowgli then must learn what it 
means to be different, self-sufficient, and independent when he must defend himself 
against Shere Khan and leave his family behind him to embark on the journey to joining 
the humans living in a neighboring village.  When he does arrive in the village, the 
strangers there pressure him to change his morals and to go along with what they want 
out of him solely because they tell him to and pressure him to betray everything he is.  He 
learns that the best way to be true to himself and his morals is to walk the most difficult 
path – the one that treads in between the two worlds set before him.  His friends embark 
on this new journey with him.  The audience grows with Mowgli, and learns that he 
symbolizes the struggle they all must face in their lives, constantly, deciding whether 
they want to be a part of the natural world, against it, or somewhere in the middle.  What 
do they want to live for?  Their morals?  Their family and friends?  Themselves?  All are 
legitimate ways to lives their lives and all are different approaches Mowgli makes during 
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his adventures.  The message is that the nature of this issue is complex.  Mowgli inspires 
conversation about it. 
 I chose to make Baloo the narrator of the piece for a multitude of reasons.  He is a 
neutral party to much of the central conflict in the jungle, but also a teacher of the young 
cubs in the jungle.  The audience, despite their age, fills the role of his students during the 
play.  He does not talk down to them, but speaks to them as a way of informing them and 
challenging them to think wisely about the characters and events revealed to them by the 
story.  He, and the interlude characters, are the only creatures scripted to take information 
and emotions directly to the audience, but unlike the others, Baloo is unique because he is 
able to direct questions and conversations to the audience and expect actual responses 
with which he can interact.  His experience and teacher-like demeanor should encourage 
the children to engage with him as they would another teacher or superior who is close to 
them and willing to engage in two-sided discussion.  When the audience, especially the 
target audience of children, interacts with him, the experience at the show becomes 
personalized to them, as studies (Kind 2007, Ødegaard 2003) have revealed about 
interactive theatre and its contribution to education.  Children, by drawing a connection 
to the performers and story, knowing that their particular experience of the narrative is 
unique, are more likely to retain their experience and value what they learn and watch.  
My goal is to have Baloo form this connection with the children immediately so that they 
can confide in him when all other characters are in distress and lost for what to do.  If 
Mowgli is the connection between nature and civilization, Baloo is the connection 
between performance and audience.  Both characters facilitate the forum in which the 
audience learns to apply the lessons of the play to their outside lives, inspiring them to 
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care more about the issues directly related to the real life counterparts of the characters 
they grow close to in the play. 
 In Rudyard Kipling’s original work, Shere Khan’s death is nothing short of brutal, 
by modern standards.  Mowgli drives the stampede to murder him, nastier than presented 
in the play, in cold blood.  He then decides to skin the tiger, fights over the pelt with 
Buldeo, and then returns to the Council Rock to lay the skin out there and dance on top of 
it.  In Kipling’s world, this portrayed total dominance and victory of Mowgli as man over 
nature, Shere Khan.  I could not see this ending fitting very comfortably with the rest of 
the story, even in the original work.  In my new, contemporary interpretation, I chose to 
change this ending, making his decision more complex and pressured, and having 
Mowgli choose to lay his enemy to rest with regret.  His interlude, which takes the place 
of the song he sings upon Council Rock as he dances on the pelt of Shere Khan, 
illustrates the struggle he undergoes afterward as he tries to reconcile with his old enemy 
and understand why he did what he did and what he could have done differently.  In my 
show, Shere Khan is a much more sympathetic character—as Mowgli final interlude 
points out, pride, revenge, and fear push both parties to kill each other.  Mowgli ends the 
play with regrets, for life cannot come to pass without regret.  He realizes that destroying 
that which would have killed him without mercy destroyed a part of him.  Killing nature, 
even for reasons necessary for us to live, hurts people too.  The more we destroy, the 
more of ourselves we also compromise.  This ending is not completely happy, does not 
find a complete resolution, but rather hints at the beginning of another journey, full of 
more complex struggles that will make the characters learn and grow even further.  The 
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audience must relate themselves to these characters and know, even subconsciously, that 
as they leave the play, they also embark on this journey. 
 Another important story aspect that is unique to this play is my choice to have my 
story take place in the present, rather than the nineteenth century when Kipling wrote it.  
This transplantation never becomes fully apparent as the story is so timeless, but key 
props that the monkeys play with and references made by characters in the interludes 
reveal that the world of The Jungle Book is not that far from the world the students and 
audiences enter from. 
 To tether my greater message about conservation more firmly to the story I told, 
and to encourage my audience to see the story through the lens that supports that 
discussion, I collaborated with my dramaturge, who specialized environmental science to 
make interlude scenes that commented upon each previous chapter of the story and 
facilitated that discussion.  We developed this vague idea of reflecting the themes of each 
scene in an accessible but attractive way to the three monologues major characters deliver 
at the conclusion of each story. Not only are these monologues incredibly personal and 
profound for each character, a uniquely deep glimpse into the struggles they have 
undergone in this recent telling of their story, but they act as a debrief for the audience, as 
a way to thematically summarize and reflect on what they just experienced.  The themes 
we decided to focus on we did agree are at the heart of each of these stories, but they are 
not purely environmental.  Each one reaches a bit deeper past our specific political 
agenda, into an appeal toward morality, one that coincides with a the one at the root of 
many major societies and religions, and fully acknowledges itself as a simple way to live, 
but not an easy way.  This concept is not a new side to the issue of environmentalism, and 
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we wanted to tie the struggle of becoming a well-rounded, mature, and considerate 
person to the issue of caring for other creatures than the human species. 
 The interludes could not be too long.  Each word within them we combed over 
carefully several times.  These instances of text are inherently difficult to touch upon in 
such a short period of time, but we understood the attention span of our audience:  
whether they were children, parents, or college students, we faced the danger of losing 
them if the monologue went much longer than ninety seconds.  With this challenge in 
mind, we knew that we had to use our time wisely and effectively. 
 Since lengthy monologues, for all our best efforts to cut them down, can still be 
lost on even the most attentive of audiences, I also understood that I needed to spice them 
up, make them engaging in a creative way that can outdo a movie or video game with 
ingenuity rather than necessarily spectacle.  I chose physical theatre and contact 
improvisation as my solution.  Having just finished a semester of physical theatre, I had 
learned that monologues could be enhanced significantly if the movement of a performer 
attempted to visually communicate the text in a physicalized solo that eventually may be 
considered a dance.  I wanted dance and physicality to assist us in communicating a 
message that was inherently very caught within the head, which only one very small part 
of the body.  Our message needed to be felt and shown in every muscle, stacked in every 
bone, and exploding out of every nerve.  The dance instills a very live emotion into the 
information we give, deeply breathing life into science lessons and concepts that have 
been caught on a page for the majority of our audience members’ educations.   These 
themes rise out of the personal stories of the characters our audiences have just spent the 
last hour understanding and growing closer to.  The interlude, therefore, works as a piece 
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its own but shines as a commentary preceded by story that has already initially 
entertained and commanded attention in a more typical, less ethereal way.  These two 
types of entertainment are meant to collaborate at this point, bounce off each others’ 
thematic depth and sense of fun to keep the mind of the audience excited, engaged, and 
questioning. 
 This challenge in our production to make the interludes accessible and interesting 
represents the greater issue of communicating science to lay people.  The material must 
be just so – must meet a variety of requirements in just the right way for the message to 
be imparted effectively.  A very important thematic and aesthetic goal of this show has 
been the idea that the production should not talk down to the audience.  Just as with 
scientific articles and research, if lay people are introduced to such concepts in a way that 
makes them feel disrespected or judged because of their comparative lack of knowledge, 
the information, however valuable, is dismissed (Logan 2001).  Too much jargon also 
alienates the lay community and can cause them to adopt a defeatist attitude since they 
likely lack the time and resources to devote the same level of time and effort to learn the 
knowledge as those who now choose to share their discoveries.  Ultimately, they need to 
understand how the issue concerns them personally and whether or not they can 
realistically contribute to solving the issue or gathering more knowledge in a meaningful 
way.  The struggles of the environmentalist movement have roots in these issues as well.  
Because the science relies so heavily on public participation, the outreach efforts are 
largely at the mercy of the public perception of the movement, which is best changed 
through channels of communication that everyone participates in and can find access to – 
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social media and multimedia being a pivotal part of communicating the necessary 
knowledge.   
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Chapter Two:  Designing the Production 
 
 When stationed at a college, delivering a play to one’s intended audience is more 
difficult than simple putting it up in the evening on campus.  Based on precedent, 
common sense, and discussions with faculty, I found that if I tried to bring the audience 
to me, there was no solid guarantee that many children would actually come and see the 
show.  In fact, there was a strong possibility that if publicity was anything short of 
brilliant, I would see very few minors in the audience for my production.  The very 
purpose of this play is outreach, so I swiftly reached the conclusion that no matter how 
difficult the logistics might turn out to be, I had to make the production into a tour that 
reached out to the places where children tend to frequent.  Through a colorful learning 
process, where I dove into a vast sea of new knowledge about producing theatre 
independently, I found the support and connections I needed to worm my way into 
performing on local schools throughout the two local counties of James City County and 
Gloucester County.  With one weekend premiering still at the university, one week of 
touring and presenting four different performances to children, aged late elementary to 
high school, from eight different schools, and a final weekend in Gloucester at another 
venue that would be better advertised to local children, I formulated a schedule that 
promised to reach out to a large number and wide variety of audience members who 
might be touched by different aspects of this production.  The challenge for me then 
became to make this show mobile, while preserving its aesthetic that would prove to be 
unique and revolutionary to this community. 
 The aesthetic of the show went through many phases of transformation, but its 
basic themes have remained since the beginning.  I emphasized to my design team a 
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practical need for simplicity, but a thematic desire to inspire thought that was not at all 
simplistic.  I wanted to tell a story that functioned like a personalized fable, a tale of 
morality that had a whimsical and archaic foundation but that was also earthy, 
adventurous and relatable.  The show could not come off as cheap, despite our need to 
stay simple, and it could not make the audience feel they were being talked down to. 
 The set, the bulkiest aspect of the show to move about, faced the most physical 
limitations out of any other design element.  Keeping the actors’ playground portable, 
safe, and climbable ruled out many of my team’s options immediately.  In the end, we 
realized that the set needed to enhance the action, first and foremost, and suggest the 
various locales of the story, transforming any space where it had to be told.  We used 
many basic rehearsal blocks, decorated in fabric that suggested rocks, ruins, or foliage in 
the jungle, to suggest pieces of the world where the animals roamed.  We decorated 
screens and pieces that looked like trees that the actors could not jump on but worked to 
give a more vertical series of snapshots that detailed the world where the characters lived.  
Later in the process than our production team would like to admit, we decided to order 
and incorporate a collapsible, portable jungle gym, about nine feet in diameter, as a major 
set piece that allowed the actors to simulate actions of climbing in the trees.  This piece 
particularly encouraged an immense amount of play. 
 The costumes of the show were destined to be the result of the greatest amount of 
work and designation of money for the sheer fact that there was an exceptional need for 
nearly fifty different characters in the show.  The costumes were also my team’s 
opportunity to add color to the story, especially in environments where we had less time 
to load in and transform the space into our own.  Younger audiences needed to be 
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enamored with the color and exotic shape of each character, so that each animal came off 
as an anthropomorphized character.  From the beginning, my designer and I agreed that 
literal ears and tails would cheapen this aesthetic, so he moved more toward keeping 
them suggestions with fabric and shaping of each costume piece. 
 We decided to keep much of the sound for this show Foley, performed by the 
actors, not only for practical reasons (importing sound into an unknown space can be 
difficult with different sophistications of equipment), but also because we wanted it to be 
as lively as possible.  The actors would sing the music live and provide most of the 
sounds of the jungle, while we would focus on transitional ambience for the only 
computerized form of aural ambience.  Actors would develop their abilities to produce 
animal sounds in rehearsal, as the connection between sound and physicality is 
paramount when developing an art and telling a story (Marshall 2008).  The sound is tied 
to the breath and the breath informs and energizes all movements in the actors’ bodies.  If 
one piece of this puzzle is short-cheated, the rest of the parts in the machine suffer. 
 The music of the show, all sung and performed live, we kept very catchy and 
percussive.  Strong beats and rhythms are aesthetically associated with jungles and speak 
to a primal urge in everyone (Kumiega 1988) that energizes and connects listeners to a 
wild energy that surges through the whole body.  Teaching the cast all the songs and 
having those who were not immediately in the scene behind the set giving rhythm and 
feeling to the verse the appropriate characters sang would give greater volume and body 
to each piece.  The songs were taken from the original poems within the text written by 
Kipling and put to music by our musical director Will Hart.  I emphasized that they 
needed to be very catchy, and something our audience might hum after they leave the 
                   Vinsavich 30 
show since music will stick to the mind long after the other ideas have fallen away 
(Times Educational Supplement 2005). 
 
 
“Night-Song in the Jungle 
 
ALL SING: 
 
     Now Rann the Kite brings home the night 
        That Mang the Bat sets free— 
     The herds are shut in byre and hut 
        For loosed till dawn are we. 
     This is the hour of pride and power, 
        Talon and tush and claw. 
     Oh, hear the call!—Good hunting all 
        That keep the Jungle Law!” 
 
    (Kipling 1894) 
 
 
 “Night Song in the Jungle” was our first song in the show, and accompanied the 
actors as they took the stage.  We needed it to immediately set the mood and grab the 
audience’s attention.  The theme of the piece is straightforward enough, describing the 
typical night of hunting in the jungle, when the animals set forth to perpetuate the food 
chain and do what they all do best.  The actors and animals are affected by the music 
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together with the audience so that an immediate empathy exists in the very rhythm that 
permeates the space.  I wanted my connection to be immediate and non-verbal, as the 
words would enter later into the piece, but to truly influence another body in theatre, one 
most appeal to other parts of their perception of the story than just intellect (Marshall 
2008). 
 
 
“Hunting-Song of the Seeonee Pack 
 
WOLVES SING: 
 
 As the dawn was breaking the Sambhur belled 
        Once, twice and again! 
     And a doe leaped up, and a doe leaped up 
     From the pond in the wood where the wild deer sup. 
     This I, scouting alone, beheld, 
        Once, twice and again! 
 
     As the dawn was breaking the Sambhur belled 
        Once, twice and again! 
     And a wolf stole back, and a wolf stole back 
     To carry the word to the waiting pack, 
     And we sought and we found and we bayed on his track 
        Once, twice and again! 
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     As the dawn was breaking the Wolf Pack yelled 
        Once, twice and again! 
     Feet in the jungle that leave no mark! 
     Eyes that can see in the dark—the dark! 
     Tongue—give tongue to it!  Hark!  O hark! 
        Once, twice and again!” 
 
     (Kipling 1894) 
 
 
 “The Hunting Song of the Seeonee Wolf Pack” has a childlike innocence and 
excitement to it, as it is sung by the young wolves who are excited by the adventure and 
rush that lies in wait for them on their hunt.  The tempo and rhythm make it easy to 
envision the ebb and flow of a chase between the wolves and the Sambhur they seek.  
The idea of the hunt is a very important theme in the story as it is the greatest activity of 
most animals depicted in the show.  It is also a difficult idea to relate in contemporary 
society, where few people hunt for food and have the nearest grocery store or restaurant 
available to them within five minutes.  The entire way of life in the jungle is based 
around the method of procuring food, and so hunting becomes an activity, a ritual, and a 
moral code.  The more we could translate these feelings into melodies that could better 
communicate these concepts and emotions, we realized, the easier it would be to 
reference the importance of the hunt when teaching the other aspects of the Jungle Law 
that always came back to that most essential activity. 
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“Maxims of Baloo 
 
BALOO SINGS: 
 
His spots are the joy of the Leopard: his horns are the 
        Buffalo's pride. 
     Be clean, for the strength of the hunter is known by the 
        gloss of his hide. 
     If ye find that the Bullock can toss you, or the heavy-browed 
        Sambhur can gore; 
     Ye need not stop work to inform us: we knew it ten seasons 
        before. 
     Oppress not the cubs of the stranger, but hail them as Sister 
        and Brother, 
     For though they are little and fubsy, it may be the Bear is 
        their mother. 
     "There is none like to me!" says the Cub in the pride of his 
        earliest kill; 
     But the jungle is large and the Cub he is small.  Let him 
        think and be still.” 
 
     (Kipling 1894) 
                   Vinsavich 34 
 
 
 Baloo’s solo in “The Maxims of Baloo,” is a simple song intended to introduce 
more of the philosophy behind the Jungle Law, and what sort of young minds Baloo must 
meld as the teacher of young cubs.  This song explains to us the ideals of the jungle that 
all good folk must follow, but also implies that not everyone in a population of a species 
is attentive enough to the law.  The song is acapella and gives the actor playing Baloo a 
chance to grow closer to the audience and allow him another moment to blur the fourth 
wall and cast his audience as his students, putting in a mood that makes them open to the 
themes of the show that are geared toward environmental stewardship. 
 
 
“Road-Song of the Bandar-Log 
MONKEYS SING: 
     Here we go in a flung festoon, 
     Half-way up to the jealous moon! 
     Don't you envy our pranceful bands? 
     Don't you wish you had extra hands? 
     Wouldn't you like if your tails were—so— 
     Curved in the shape of a Cupid's bow? 
        Now you're angry, but—never mind, 
        Brother, thy tail hangs down behind! 
 
     Here we sit in a branchy row, 
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     Thinking of beautiful things we know; 
     Dreaming of deeds that we mean to do, 
     All complete, in a minute or two— 
     Something noble and wise and good, 
     Done by merely wishing we could. 
        We've forgotten, but—never mind, 
        Brother, thy tail hangs down behind! 
 
     All the talk we ever have heard 
     Uttered by bat or beast or bird— 
     Hide or fin or scale or feather— 
     Jabber it quickly and all together! 
     Excellent!  Wonderful!  Once again! 
 
     Now we are talking just like men! 
        Let's pretend we are ... never mind, 
        Brother, thy tail hangs down behind! 
        This is the way of the Monkey-kind. 
 
     Then join our leaping lines that scumfish through the pines, 
     That rocket by where, light and high, the wild grape swings. 
     By the rubbish in our wake, and the noble noise we make, 
     Be sure, be sure, we're going to do some splendid things!” 
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     (Kipling 1894) 
 
 
 “The Road Song of the Bandar-log” we wanted to be the most fun, jazzy number 
in the whole show.  The original story demonizes and satirizes the monkeys, but we 
ventured to see what it meant when the monkeys were genuinely fun and an attractive 
group to want to go out and play with.  We wanted Mowgli’s decision to start playing 
with them to be completely valid.  Their song had to be the catchiest and the most fun to 
sing and dance to.  The musical director chose a pop beat very similar to those written in 
the sixties, energized and syncopated, and irresistible to most of the cast, who all wanted 
to be able to sing or drum to the song.  This way, the monkeys, while considered flighty, 
unreliable, and generally not very moral company to keep, they are still fun and therefore 
relatable characters.  They are some of the most comic characters in the show, and their 
acts of clowning that make the audience laugh make people want to like them and want to 
see them be happy.  
 
 
 
 
"Tiger! Tiger! 
SOLOIST SINGS: 
    
  What of the hunting, hunter bold? 
 
MOWGLI SINGS: 
 
        Brother, the watch was long and cold. 
 
SOLOIST SINGS: 
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     What of the quarry ye went to kill? 
 
SHERE KHAN SINGS: 
 
        Brother, he crops in the jungle still. 
 
FEMALE ENSEMBLE SINGS: 
 
     Where is the power that made your pride? 
 
MOWGLI AND SHERE KHAN SING: 
 
        Brother, it ebbs from my flank and side. 
 
ENTIRE ENSEMBLE SING: 
 
     Where is the haste that ye hurry by? 
 
SHERE KHAN SINGS: 
 
        Brother, I go to my lair—to die.” 
 
       (Kipling 1894) 
 
 
 “Tiger! Tiger!” for me, was the most difficult poem from the original work to put 
meaning to and interpret.  Who is speaking in the poem?  Who asks the questions and 
who answers them?  How many characters are talking at that time?  How omniscient are 
they?  These were all questions that occurred to me as I explored various interpretations 
of the song.  Will and I agreed upon a particular story that connected back to the meaning 
of the show quite naturally, and he put in the necessary minor key to make the song eerie 
and foreboding for the heaviness in the final act of the play.  This particular poem refers 
to the conflict Mowgli faces in having to kill Shere Khan.  As mentioned previously, 
Shere Khan spends much of the third act plotting to kill Mowgli, and Mowgli much of 
that time preparing to face him.  Of course, Mowgli is defending himself in killing Shere 
Khan, but the way in which he does it and lets himself get carried away by it exhibits an 
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unnecessary level of brutality.  Given my key script change when I made it so that 
Mowgli regrets killing Shere Khan, “Tiger, Tiger” is the song that explains that remorse 
and perhaps, in the original version, simply explains the extreme brutality Mowgli 
displayed without allowing him a chance at reconciliation.  This song features a key 
soloist who poses initially innocent but progressively tormenting questions to both 
Mowgli and Shere Khan, who are facing pressure from within and around them to end 
each other.  Shere Khan, protecting his reputation and own survival in the jungle, and 
Mowgli being pressed to conquer his enemy like a man, are forced into deadly conflict 
against each other even though a more peaceful solution might have been reached.  In our 
interpretation, this also simulates how destruction of habitat and crowding environmental 
corridors causes tiger attacks in our world today and historically (Singh 2015).  For the 
sake of revenge, both Mowgli the representation of man and Shere Khan that 
representation of wilderness begin a death march at the start of Act III. 
 The lighting design for the show was simple and functional, with lights that 
implied the different locations subtly, but primarily served to separate the scene changes 
from the narrative.  We used a moving spotlight (in the form of a flashlight) to represent 
the baby Mowgli, as I believed the existence of a doll would take the audience out of the 
reality of the piece.  Light similar to one like Tinkerbelle’s represented our toddler 
Mowgli instead.  We also had a special red light for Kaa’s presence, to imply the 
ominous nature of her hunting, ancientness, and hypnotic abilities.  We tried to replicate 
these simple enhancements in the spaces that resembled theatres most, and had some 
success at the School of the Arts, but otherwise had to go without light effects.  Had we 
performed in the gymnasium at Ware Academy, we would have had no lighting effects to 
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indicate the beginning of a performance, either, which might have given an interesting 
perspective on the audience’s perception of the fourth wall.  At the Cook Foundation 
space, we ended up having two sets of lights that we switched on for intermission, before, 
and after the show, and turned off for the performance, but otherwise, daylight leaked 
through the windows of the space, softened by a bed sheet, and no scene change light 
could be used for the run. 
 Publicity and outreach for the project needed to be conscious of the existing 
network and methods that are commonly sought out on the college campus, needed to be 
able to distribute necessary materials to the school touring stops (where companion 
materials could still be distributed but where advertisements for the performance made 
very little difference since attendance at the show was a required activity in the school 
day), and then needed to start a new foundation of its own in the new space in the foreign 
county.  For our publicity on the campus, we used posters, Facebook, a trailer, and mass 
emails to get the word out.  The trailer generated a large amount of excitement for the 
action-packed story of our show, which draws an audience effectively, especially if it is 
labeled “free.”  For the Gloucester community, we had much less of a solid base through 
word of mouth and personal connections, and the space had never been used as a theatre 
before, so we started very much from scratch with local publicity.  We had 
advertisements running through the local newspaper twice, radio announcements playing 
for a week and a half prior to the performances, and fliers posted around local businesses 
in the community.  Multiple online articles advertising our planned presence in the 
schools in Gloucester were printed by Ware Academy publicity.  We encouraged the 
schools to emphasize to their students that they should attend our weekend performances, 
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but we think our requests were not carried out due to the forced snow vacation from the 
schools for the entire week prior to the Cook space show weekend. 
 Lastly, for our outreach materials, we planned to distribute a trifold pamphlet that 
connected the themes explored in the story to the real world.  More specifically, we 
planned to have photographical representations of the animals that represented each 
character with captions that identified them, such as “Bagheera in her natural habitat.”  
These tri-folds would provide context for the themes we explored in the story and 
hopefully would make the animals in the real world feel closer, even though they are 
thousands of miles away. 	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Chapter Three:  The Performance, Movement and Composition 
 
 
 One of the fathers of modern physical theatre was a theatrical director named 
Jerzy Grotowski.  He focused on emotion that lived in every muscles and tendon of the 
body – awaking the movement of the body was the best way to make art and theatre 
reachable to audiences.  His methods are described by his students below: 
 
“For Stanislavsky, ‘organicity’ signified the natural laws of ‘normal’ life which, 
by means of structure and composition, appear on the stage and become art; while 
for Grotowski, organicity indicates something like the potentiality of a current of 
impulses, a quasi-biological current that comes from the “inside” and goes toward 
the accomplishment of a precise action” (Richards 1995). 
 
“[Jerzy Grotowski] problematized the relation between pretense and performance, 
pushing his actors toward a ‘total act,’ an excess of sincerity by which the actor 
stripped away the social mask” (Wolford 1996). 
 
“Every emotion is, in one way or another, associated and linked in the cortex with 
some muscular configuration and attitude which has the same power of reinstating 
the whole situation as the sensory, vegetative or imaginative activity” (Kumiega 
1988). 
 
Another concept whose term he coined was that of performance ecology, which 
one of his students defines, “ecology begins with ourselves…He speaks of 
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humans as being cut off from the energies within themselves, as well as from 
direct perception of the world.  To balance the encroaching mechanicity of 
modern civilization, Grotowski proposes a strategy of ‘untaming’ the body, 
reclaiming our vital forces and our capacity for unmediated perception” (Wolford 
1996). 
 
 Grotowski placed emphasis on impulse and action whose impetus came from 
within.  His movement exercises worked with isolation and animalistic stretches – he saw 
that mimicking the motions of wilder creatures, we could explore our truest, most primal 
urges in performance.  Physical theatre in which animals are portrayed allows the movers 
become connected to universal instincts that are often covered over by social stigmas and 
conditioning.  Something as simple and fundamental as touching each other – a most 
necessary action in a physical acting company, was one of the hardest barriers to break 
among our company when first starting out.  My performers described much of what we 
did as “awkward.”  Grotowski saw this the opposite, as touch is an essential form of 
communication.  And indeed once the company acquired greater comfort with physical 
contact, our performance believability and energy improved vastly.  As Kumiega 
mentions, if every emotion is connected to some muscular configuration, my actors 
needed to ability to communicate their emotions without spoken word, for even though 
my animal characters spoke, they could not lose the ability to perform the way the 
creatures whose realities they were replicating might have moved.  The dynamic of 
speaking in communion with the voice, body, and emotions would guarantee us an 
explosive performance.  The secret was indeed untaming the body – as important for 
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literally portraying wild animals as it was for making the physical performance more 
primal and reachable for all audiences. 
 In my physical theatre class a year ago with Joan Gavaler, I best explored 
expression and focused on, when practically teaching my cast, how I wanted the show to 
be performed.  We used the text (Marshall 2008) and explored many Lecoq concepts 
(The Lecoq School 2015) for developing on physical technique in the semester long 
class.  Some common exercises we explored included a “Contact Improvisation Round 
Robin” (Gavaler 2014) where students sat around in a circle and entered it when they felt 
moved to, making contact with either the floor or another body and maintaining the 
connection in a series of movements that became a vague dance that sometimes would 
take on aspects of character and a story, depending on if the dancers came to a mutual 
understanding.  These exercises created a mountain of trust and teamwork between the 
members of the class, developing us into a full-fledged ensemble by the end of the term 
(Gavaler 2014).  With the help of Elizabeth Fagan, a William and Mary student who took 
five years off from school to student at the Lecoq school in Paris (Gavaler 2014), we 
learned techniques in Lecoq isolation and mime.  One of our chief assignments was 
creating a moving narrator out of a body of text, in the place of music.  Our intention was 
to make the musicality of the words sing through our bodies’ movements.  These were all 
concepts I intended to apply to The Jungle Book, as methods I could use to bring out 
characters, themes, nature, and the animals of the play. 
 The company I found that best epitomizes the movement work I wanted to 
achieve in this production, with the full theatre manifestation of these various thinkers 
merged into one professional company is Synetic Theater.  Synetic Theater was founded 
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in 2001 by Paata and Irina Tsikurishvili, who introduced their company to the Greater 
DC Area with Hamlet…the rest is silence, the first play in a long line of what they came 
to label their silent Shakespeare series (Synetic Theater 2015).  The show was critically 
acclaimed for its strong sense of spectacle and innovation, and so has each subsequent 
Synetic show, through silent and spoken word, imparted a unique but relatable message 
of vitality to its audience.  The name “Synetic” itself, has these origins: 
 
SYNthesis: the coming together of distinct elements to form a whole 
KinETIC: pertaining to or imparting motion, active, dynamic 
SYNETIC: a dynamic synthesis of the arts  (Synetic Theater 2015) 
 In preparation for this process, I reasoned that the best way to execute physical 
theatre successfully is to do it and watch it as much as possible before trying to teach it to 
my own company.  After completing the Physical Theatre class with Joan, I moved to my 
research on Synetic.  Taking their Synetic Technique and Synetic Fitness classes over the 
course of a month last summer, I had a taste of what the company must train with in order 
to execute their fabulous shows.  Paata, the founder emphasized at a workshop I took this 
spring, “What you are experiencing is only a taste of what we do every day.  To pursue 
the art our company pursues, you must train your actors.  Our actors train very hard to 
give justice to do what we do well” (Tsikurishvili 2015).  Granted, I had less time than 
the Tsikurishvilis to hone my art and replicate much of any of what Synetic does daily, 
let alone make the art form revolutionary in my own way.  Early in this process, I 
realized The Jungle Book existed very much as a workshop, from the experimental nature 
of the script, to the tours and outreach, to the training of actors with little or no dance and 
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movement experience perform for the audience the way I wanted them to perform.  The 
workshop was very collaborative, for even though I had undergone much research to 
know what I wanted out of the process, I had not mastered this craft to be able to create a 
successful formula to make the rehearsal period the most efficient and beneficial for the 
production.  I resolved to take my experience, combined with others, and lead them to 
make the discoveries that would reveal our own unique style born from these roots in 
physical theatre. 
 Synetic’s philosophy gives a contemporary interpretation to Grotowski’s work as 
well.  On the Synetic Theater website, they present that their mission is to “[redefine] 
theatre by blending innovative techniques and movement, investing in artists’ growth, 
and creating unforgettable visceral experiences for every audience” (Synetic Theater 
2015).  Their mission is to capture an audience and connect to them by illustrating the 
height of their performers’ vitality through dance.  The techniques are from an establish 
tradition of movement, through mime, dance, and isolation, but merge with contemporary 
conceptions of what visceral emotions and energy can do in a body and communicate to 
an audience.  The way they conduct their company is also very antiquated, like a troupe 
that has many regulars returning and starring in similar roles throughout their time there 
and teaching classes for the company’s greater business.  The company seems to invest 
more of its time and energy into teaching its ways to performers it thinks will continue to 
give back to it, rather than those who will move on to other contracts.  Synetic also holds 
the audience’s reactions and involvement in very high regard, working especially to 
please and reach out to their viewers, not just in each performance, but also in their 
attempts to do workshops and classes outside of the theatre, to attend conferences and 
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gatherings that better help with their artistic outreach, get them more patrons, and earn 
them some decent outside income (Synetic Theater 2015). 
 Movement’s greatest importance to this experiment is its ability to make animals 
more sympathetic when actors portray them.  Seeing the human body contort into a 
posture that is inherently more wild and natural to another form of quadruped affects the 
subconscious, and allows them to connect to what is visceral and human about these wild 
movements.  The more convincing and committed an actor is to the performance, the 
more they are believable as an animal.  Alternatively, just as the viewer can see the 
human body is more wild than everyday civilized life might reveal, the observation of the 
animal character with an anthropogenic personality inspires a connection not only to the 
characters – an essential performer-audience connection striven for with a majority of 
theatre productions – but also to the animals that those characters represent.  For 
example, seeing the fluid and oily movement of Bagheera, the Black Panther, combined 
with characteristics that are familiarly housecat-like, a deep love for Mowgli as a little 
brother, and a sharp wit, if my experiment is a success, should inspire in the audience a 
desire to associate the character they love with the actual Black Panther species in India, 
which happens to be severely endangered.  The more convincing the actors are as 
animals, the more believable it is that humans are more connected to the wild than 
traditional Western culture may want us to think.  
 
 During the rehearsal process, my challenge was to tease this incredibly 
convincing portrayal out of each of my eleven actors.  According to Grotowski (Kumiega 
1988) and my experience in my physical theatre class, each individual had the ability to 
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be so committed that the movement was believable to the audience. Lack of athleticism 
and training, such as can be seen in all Synetic Theater productions and is highly stressed 
in all of their classes, was a limiting factor to the spectacle and specificity we were 
capable of including, but was not to spell defeat for the production.  My movement 
director, Megan Tatum, and I set to the task of bringing the animals out of each of our 
student actors.  I started with an initial physical workshop in which I introduced basic 
concepts and staples of physical theatre acting, highlighting the viewpoints that 
encourage one to explore the different aspects of movement that can fill a space (Bogart 
2004).   Megan hosted a large workshop after my short evening one for an entire day.  
First she ran the actors through an intense physical warm up, which itself spanned about 
forty minutes of stretching, cardio, and technique.  Our intention in that was to give the 
actors of the physical commitment the show required and do encourage them to train their 
bodies for the athletic demands of the show over the course of the month-long winter 
break in the middle of our rehearsal process.  Megan also explored concepts like contact 
improvisation introduced in a round robin style (Gavaler 2014) and meditations that 
helped the actors visualize and exist in their exotic world.  Weight sharing and partnering 
was also introduced.  Much of this workshop also involved talkbacks and feedback from 
the actors, encouraging them early on to keep an open forum about the development of 
the project.  After the winter break, we had lost quite a large amount of time since we 
could not introduce new material while no one was in town.  We spent a session in our 
first week of normal rehearsals refreshing the actors on concepts we had learned before 
and diving into more complex explorations of storytelling, world-building, and the 
crafting of specific animals’ movements.  We emphasized the importance of honing in on 
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specificity observed from research and the need to vary one’s levels and tempos to create 
vibrant characters to watch.  To address rising production and cast concerns with 
acrobatics in the fight sequences, I also invited Megan in to teach more about partnering, 
basing, and flying so that the show could incorporate more acrobatics. 
 Each day, we warmed up with all necessary muscle groups and a bit of cardio to 
keep their breath passing easily.  One regret I did have in the process is that we should 
have had a similar cool down with every rehearsal and never did, which put unnecessary 
stress on the actors’ bodies.  The blocking of the show was rapid and planned ahead as 
much as the process would allow (which, in most cases, was very little planning outside 
of entrances, exits, and a tableau or two to form in the scene).  Because the ground plan 
was not firmly established until after nearly the entire show was blocked and 
choreographed and because the movement aspect of the show demanded that actors not 
be too limited in their physical choices with each animal, the blocking process was very 
fluid and suffered much chaos.  Perhaps if I had given a specific structure and then 
allowed there to be the animalistic play I wanted within it, we might have enjoyed a more 
streamlined process, but I also believe the challenge of forcing the actors through creating 
much of their own blocking served them well for the performances in which we toured 
new spaces, as while they had paths over the stage that eventually solidified, they were 
used to making dynamic situations work, and being displaced from their initial rehearsal 
and premiering performances spaces did not negatively impact their performances. 
 We interspersed the songs throughout the show as a way to increase energy and 
connection with the audience.  In fact, the play opens with the bombastic jungle 
drumbeats of “Night Song in the Jungle” to initiate the audience into our wild tribal 
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world.  The most accompaniment any single piece had were two djembe drums, either 
played on or off stage, and two songs were completely a capella.  While the songs are not 
long or numerous enough to classify the show a musical, the songs in this “play with 
music” set a tone, facilitate time skips or major story shifts, or give rapid character 
development to a group or individual.  It invigorated the movement and established a 
rhythm for the show.  “Hunting Song of the Seeonee Wolf Pack” helped to show 
Mowgli’s life as he grew up with the wolves, giving a taste of the fun and love he 
experienced as a young child in the pack.  For this, the actors rose and danced in 
successive duets to show the members of Mowgli’s family.  “Maxims of Baloo,” an a 
capella solo performed by Baloo, gave depth into the wise teaching side of Baloo, as the 
second act contrasts this wisdom with his gruffness and bumbling hysterics that show a 
heavily comedic aspect of his personality.  “Road Song of the Bandar-log” features the 
silliness and chaotic nature of the monkeys when they play with Mowgli, first when he 
willing to goof around, and then when he is captured and tired.  The first part of the song 
introduced them in a charming and playful way early in the second act, but the two 
subsequent reprisals become settling and then ominous as Mowgli’s capture becomes 
more terrifying. 
 The final song, “Tiger, Tiger,” featured the entire ensemble a capella, and set the 
tone for the moral struggles faced by Mowgli in the final act when he is faced with killing 
Shere Khan.  The song starts with alternated call and response verses between an 
unnamed questioning soloist and an answering Mowgli, and then the same singer and 
Shere Khan.  In the third verse, the entire female ensemble joins the soloist to ask her 
tormenting questions, to which both Shere Khan and Mowgli provide the answer in a 
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conflicted duet line.  The entire ensemble’s voices swell to ask a haunting and 
overwhelming last question of the two characters on this mental trial, to which Shere 
Khan’s solitary voice jumps up to a vulnerable, feminine octave and declares, “Brother, I 
go to my lair to die.”  While the song contained an extreme amount of subtext that may 
not have occurred to the first-time viewer, the blocking and choice of singers in the piece 
should have imparted a level of ominous uneasiness about the violence that was to come 
in the final act.  This song, however, purposely is the show’s richest and most complex 
interpretation of one of Kipling’s poems.  My hope is that the message reaches at least 
some of the audiences that see the show. 
 The most specialized movement pieces of the show, however, were definitely the 
numerous fights and movement solos during the three interludes.  Originally planning to 
outsource my fights to another fight director, and learning as rehearsals started that she 
was no longer available, I became the primary choreographer and director of the violence 
in the show.  My normal approach to a fighting process is to engage in a sort of play, 
asking as much input from the actors natural instincts and inclinations, and then refining 
and staging their ideas so that they form a cohesive fight that also serves the story.  We 
did much of that since they knew their animals better than any outsider, with workshops 
in acrobatics and flying taught by Megan to assist with the fighting style of animals – 
with much rolling, jumping, and tumbling.  We strove for a sense of spectacle in the 
violence because it was as important to engage our younger audience with fights that 
were visually stunning.  Viewing several videos of animals engaging in violence in the 
wild, I constructed the fights to be fast, vicious, and unique to each animal.  Just as each 
                   Vinsavich 51 
animal moves in a different way, each animal fought differently, in a similar way to how 
one would use different styles when engaging with various weapons. 
 For the movement solos in the interludes, I strove for a physical narrative that 
accompanied the spoken words of each monologue.  Teaching these concepts to each of 
the three soloists resulted in vastly different processes and results tailored to each 
performer in private sessions between them and me.  We explored the abstract story of 
the text and what it meant to create pictures of the text with one’s body, as well as 
concepts of suspension of the body and words to vary pacing.  The three actors had very 
different instincts that we encouraged them to follow and habits that we worked to break.  
Bagheera’s nuanced and fantastically aware physicality painted a vivid picture of her 
speech, but Kaa’s vocal variety in pitch, inflection, and tonality created a vibrant message 
to her soliloquy.  Mowgli’s close relationship with the audience made her use of stillness 
and simple movements impact the audience in a formidably relatable way.  This different 
brand of storytelling, meant to distinguish these monologues from the rest of the show 
hopefully provided the audience with a deeper understanding of the themes of each 
chapter that extended past the merely intellectual. 	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Chapter Four:  The Tour, Reaching Out with The Jungle  Book  	  	  	  	  
 The story of the tour started roughly one year ago, when I first heard about the 
Cook Foundation, a charitable organization that helps fund the arts in Gloucester (Cook 
Foundation 2015).  Professor Robert Ruffin outlined the steps of how to present the idea 
to the director of the Foundation so that they might give my project enough money to 
have higher quality costumes and sets that would endure the extended tour schedule.  I 
pitched it to two of the board members and succeeded in receiving most of the money 
needed to fund the production and a space in which to perform it for a weekend.  This 
began a year long dialogue I maintained between the representatives of the Foundation 
and me, as the project unfolded and grew.  Their expectations of this process were 
hopeful:  they wanted me to produce a show that would travel to local Gloucester County 
schools, preferably public, and treat the children there to a rare taste of the performing 
arts as well as valuable, character-building lessons in environmental stewardship.  It 
seemed a daunting task, but I set to work assembling a team that could handle the 
challenge set before them. 
 Booking the schools seemed the next challenging yet logical task on the docket.  
The process stretched over the course of about seven months, although the most 
productive portion of this time spent in booking locations was in the final two months 
before the show.  I gathered from my personal experience that it was important for me to 
get my foot in the door about touring early on, but when it came to planning the actual 
dates, times, and logistics, most of our touring performances were not fully planned until 
the beginning of February, about two weeks before the show opened.  One detail of 
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booking that was difficult to solidify was the question of how we meant to go about 
distributing our publicity materials in the schools.  We left advertisement to the teachers, 
sending along our information to the higher authority figures we were in contact with, but 
our trifold idea of additional outside information was much more difficult.  Originally, I 
had hoped our publicity budget would allow for us to print a pamphlet for each child, but 
I turned from this idea when I was told the booklet would find its way to a trash can or 
the floor before too long, coming off as a piece of garbage.  When this happened, we 
resolved to hand nothing out but encourage the benefit of the schools printing our 
materials out themselves.  While School of the Arts took care of this responsibility with 
their students, they did not succeed in printing our materials in color or right ride up.  We 
ended our run with fifty extra pamphlets we conserved for the people attending our show 
in different locations.  The pamphlet made most sense and held most impact on students 
in an academic setting.  Our production’s publicity shortcoming in recognizing this fact 
before it came time to distribute the materials to the students resulted in us losing this 
impact on the students.  It did not help that when we had resolved to fix this issue at the 
next school we attended, the weather interrupted our plans for performing at our second-
chance location. 
 One of the reasonable obstacles that we faced when taking on this ambitious affair 
was the fact that as students, we had major limitations.  Students, when they take on any 
project that has a significant foundation in off-campus business and development, do not 
have as much of the expected infrastructure to back up their exploits as they do on 
campus.  These limitations were ever present for us, but we worked especially so that 
they did not hinder the overall success of the project.  When the success wanted to move 
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on to greater things on a larger scale, however, we found that these limitations prevented 
us from expanding our efforts.  Time was a major factor, especially as it related to the 
company’s commitments to classes and other activities.  Since no member of the project 
was monetarily compensated, there was little incentive to tour the project to more 
locations, where they would need to request more time off from classes and trade other 
activities for a project that was for many nothing more than a hobby.  The project also 
faced the challenge of a very small budget.  Design elements remained limited and could 
not stand up to much change once we invested money into them.  No actor or 
crewmember was monetarily compensated for her efforts.  Because no one on this project 
was involved full time, the entire process was physically and mentally taxing, and with 
ten shows scheduled (more than double the typical run of main stages and second season 
at the college), the energy levels were quite low by the end of the run.  Our success was 
that we were well-received by those we did reach, but when obstacles landed that were 
out of our control (especially when the schools cancelled due to inclement weather), we 
were unable to perform and cancelled the performance without a snow date.  As much as 
we did accomplish, large amounts of it was thanks to sheer grit, organization, and heavy 
work ethic.  When looked at from the mindset of a team effort, was not an option for this 
production, though we were asked to do more shows at the end of multiple performances. 
 The target audience of The Jungle Book was middle school students.  My research 
had led me to believe that these students would be just children enough to openly enjoy 
our elements that relied on spectacle, from the costumes and movement to the music and 
vocalizations (Goldberg 1974, Ødegaard 2003).  They also, however, would be old 
enough to have started critical and thematic analysis in English classes, understanding 
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that stories exist for greater purposes than just being entertaining in their own right.  My 
experiment proved this very much to be the case.  Our most responsive audience by far 
was the group of about fifty middle school students who saw our second touring 
production in Williamsburg.  Between audience reactions witnessed by my production 
team and me and enthusiasm in informal talkback settings, these minors really enjoyed 
and benefitted from the performances, which had much to with their age and social 
backgrounds.  When we performed for younger or older audiences, however, we needed 
to highlight different aspects of the show that were certain to appeal to the different ages 
in the crowd.  When performing at the college, we emphasized the narrative in its entirety 
without cutting, and spent a large amount of time emphasizing the politics of the story 
and subtext.  When we performed for a large group of high school students for a very 
short period of time, we emphasized the portion of the show with the highest level of 
parody and physical humor.  When doing the production for younger children in an 
audience as small as five people, we personalized the experience for each child and 
increased the interaction with each on an individual level, all the while closely 
monitoring intimidation factors like volume and crowding.  Each performance needed to 
be specially tailored to each age group, and we certainly improved on our ability to adapt 
as the run continued. 
 Our space in the Phi Beta Kappa Hall Studio Theatre held a deceptively simple 
challenge to it:  while our space was well-defined from the beginning and the same area 
we were able to run rehearsals, technical rehearsals, and performances in, we could not 
develop the technical design to exist permanently within the space.  Many aspects of 
being a second season production with the Theatre Department required that we treat the 
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show like one that lived in the space, but ultimately, it needed to change and adapt for 
different locations and in different settings.  Many designers struggled with the sizeable 
challenge of working adaptability and simplicity into their designs, but with an excellent 
amount of teamwork, we still managed to transport everything relatively smoothly. 
 The schools we visited in Gloucester County, contrasted each other vastly.  First, 
there was Ware Academy, a private Montessori-style school with a population under one 
hundred and fifty and grades ranging from kindergarten to eighth grade (Ware Academy 
2015).  The second school was set to be Abingdon Elementary School, a public school, 
with a performance in front the entire fourth grade (Abingdon Elementary School 2015).   
To begin contacts with Ware Academy, I initiated conversation with the president of 
Ware and pitched the show to her.  I spoke with her over the phone and scheduled a 
formal appointment for the show with Ware’s Special Events Director.  Artists that had 
passed through the school’s gymnasium included the Joffrey Ballet (Ware Academy 
2015).  At Abingdon, I had a much more difficult and convoluted time getting a hold of a 
member of the school board and then the principal and vice principal of the school.  Then 
the scheduled date, which unlike Ware’s, was not school-wide due to scheduled testing, 
was agreed upon and arranged between us. 
 In Williamsburg, within James City County, we visited the School of the Arts at 
Bruton High School.  There, we performed twice, once for the high school students who 
attended Bruton and once for the middle school children who bussed there each day as 
part of their academy-style program.  Their space, unlike the Gloucester schools, was not 
a multipurpose room or gymnasium (School of the Arts 2015).  Their school auditorium 
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was an official, small-scale proscenium theatre with better technical ad aesthetic 
capabilities than Phi Beta Kappa’s Studio Theatre. 
 The space that the Cook Foundation provided was a conference room, usually 
used for special events hosted by the foundation.  With very few of the capabilities that 
any other theatre space might have provided, we oriented the space like a small theatre, 
with non-elevated seating, a table at which to purchase tickets, and a counter for 
concessions.  We used sheets suspended from the ceiling to create a backstage area and 
covered the windows to the outside parking lot with sheets to keep excess sunlight from 
seeping in.  Overall, the area allowed for the most intimacy of any of the spaces in which 
we performed. 
 Moving the set and the actors was to be done with cars belonging to the crew and 
a fifteen-passenger van rented from Student Activities.  The jungle gym disassembled, 
the trees collapsed, and the blocks fit into the back of the van.  The actors and crew split 
up between different cars.  The stage manager, assistants, scenic designer, technical 
director, touring manager, and cast were the ones who traveled with the production, 
building it and taking it down at each successive location. 
 When we arrived at a touring location, after loading in the set, costumes, and 
actors, our next major line of business was the need to adapt the performance to the 
space.  We started with a backstage walkthrough for the actors, so that they understood 
what space they had out of sight for changing and where their entrances needed to come 
from.  We then acquainted them with which parts of the set would be moving and how 
scene transitions had altered and simplified.  After this, we would run an extensive fight 
call, during which we ensured that traffic patterns still functioned without putting anyone 
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at risk for injury.  For the more complicated strings of fights and acrobatics, we made a 
point of layering in each section of each fight, so that the levels of the large fights were 
added in as each section became more comfortable with their specific traffic patterns.  
We then ran warm ups in whatever served as our makeshift green room, crossed our 
fingers, and hoped for the best. 
 During our touring process, due to the season in which we performed the show, 
we had to deal with the effects of snow.  One of these effects was the allotted timeframe 
we were given to complete the show.  In the schools, we had originally planned on doing 
hour-long versions of the show for half the performances, and full performances for the 
other half.  The snow schedules, which changed multiple times over the course of the 
twelve hours before the show, required that we have more versions available to perform.  
In a panic the night before our first tour, I decided on a list of cuts that needed to happen 
in order to fit the show into under an hour, since that was the new time given to us the 
night before.  We had an early call, rehearsed the new cut, and hoped for the best.  
Twenty minutes before the performance was to start, we received word from the school 
staff that our allotted time block would actually be thirty minutes for the high school 
students and two hours for the middle school students.  I decided to choose an entire act 
out of the show, Act II, which stands alone pretty well as its own story, and asked the 
actors to perform it in its unaltered state instead, and to perform the entire show uncut for 
the next performance that day.  The shows ran smoothly after that, and I credit my actors 
and staff for being capable to adapt very quickly to new situations. 
 Advertising and snow provided a different challenge to us in the performance 
space in the conference room belonging to the Cook Foundation.  Despite a radio ad that 
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ran for two weeks before the show, two newspaper ads, fliers in the businesses around the 
area, and pleas to the local schools to advertise to the parents and students, we still saw a 
total of thirty people the weekend we performed three times at the space.  Our first 
performance saw five patrons, our second had to be cancelled because no one arrived, 
and our third had twenty-five present.  The only conclusion we were able to reach about 
this phenomenon was the newness of the space and the weather that kept many of our 
connections and the few dedicated theatregoers in Gloucester in their homes all weekend.  
Much can be said about the trials of having a show at which not a single patron arrives.  
The experience was trying and struck me to the very core, making me question my most 
fundamental beliefs in theatre as an art form. 
 Overall, despite setbacks due to weather, the tour experienced a great deal of 
success.  From educators approaching me afterwards asking for the show to attend their 
school to children asking to follow our production on Instagram, a photo-sharing website 
(Instagram 2015), we managed to leave a significant impact in the locations we were able 
to reach.  The shows went up and the audiences observed.  Practically speaking, all the 
mechanics came off very well.  In the next chapter, I will report on the reception of the 
production for each audience, but for now, I can safely affirm that where the question lay 
about whether a tour is possible, the answer is a resounding yes. 
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Chapter Five:  Audience Feedback 	  	  	   To discern our audience’s reception of our work, I used a variety of methods to 
gather feedback and information.  Audience counts, a specific number that recounts how 
many individuals attended a performance, will give an idea of the size of our audience.  
We served as many as one hundred and seven and performed for as few as five, which 
gave us a wide range of exposure to different audience sizes.  I also utilized a common 
theatrical feedback tool known as the talkback in the campus performances (LA Stage 
Times 2012), at which time I asked a series of questions to prompt audience members 
who agreed to stay after certain performances for discussion.  After and in between the 
prompted materials were also several unprompted comments, remarks, and questions that 
stemmed from my allowing the audience to ask any questions they wanted for the cast or 
me to answer.  This resulted in a great many interesting and creative remarks that overall 
furthered my research in unpredicted ways.  I then used several interviews with key 
individuals that represented the different demographics a week to two weeks after the 
performances, to have more in-depth and individual perspectives on the work.  I also 
made personal observations during, before, and after each performance, which effected 
my perception of how the audience enjoyed the show’s run.  To give a different 
perspective of the work, I also considered the honest opinions of many production staff 
and performers in our post mortem discussions after we closed the show.  These looked 
more at the learning points of the process, but they also touched on what about the 
process was unique and beneficial to my peers and teammates, which, in a theatrical 
sitting, is a necessary process to consider. 
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Figure 1.  Scatter plot detailing the attendance at each of our performances. 
 
 As illustrated by Figure 1, our greatest attendance came on campus during our 
opening weekend, and increased over that weekend.  Our school audiences were required 
to attend as part of the school day, and our performances in the Cook Foundation space in 
Gloucester were not very well attended.  
 
 
Talkbacks 
 
 To start each of the talkbacks, I initiated by asking how many each knew the story 
of The Jungle Book before the performance that day.  At every performance, only a few 
individuals had never been exposed to the story beforehand.  The vast majority had seen 
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the Disney film, read the book, or seen some other adaptation.  I did have a personal 
friend who did not know the story at all before seeing the show, who very much enjoyed 
it and believed the deeper environmental stewardship themes fit well into the story with 
tasteful subtlety.  Knowing how familiar my audience was with an earlier or different 
version of the story would let me know how identifiable and affective my changes were 
to this stage adaptation.  Since an overwhelming majority of people who attended my 
show had known some version of The Jungle Book previously, I would be able to better 
measure what made my adaptation beneficial. 
 In the interviews and talkbacks, I asked audience members the effectiveness of 
the interludes.  These were an essential part to teaching environmental stewardship for 
their contextualization of the themes taught throughout the story.  They helped to explain 
and comment on many aspects of the story that could be misconstrued for being 
antiquated, and I needed to know if they stood out enough to start the conversation about 
some major conservation themes and concepts. 
 When I asked this question, I could see many in the crowd trying to remember 
just where in the show these monologues had occurred.  I worried that they were not 
memorable enough – that perhaps they did not stand enough apart and therefore were too 
subtle.  My fears were quieted an ideal response in the first talkback that said, “[the 
interludes] definitely added to the conservation message…I would not have gotten that 
message if it weren’t for those monologues” (Talkbacks 2015) and another after it saying, 
“[they] fit pretty well.  I think [they] added another dimension to the characters” 
(Talkbacks 2015).  The presence of the monologues had a vital connection to developing 
the characters, and it was through understanding more about them that the audience 
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members seemed to absorb the themes of the piece.  As the discussion continued, the 
college students in the audience supplied references for what they gleaned from the 
interludes.  One student explained that they encouraged one to “embrace [his] inner 
animal. The whole show is kind of about that,” (Talkbacks 2015) and another expanded 
on that saying, “I thought they were really great…Really helped me make the connection 
for why this story is important…We all have a connection to the animal in us…It made it 
more than just the story of The Jungle Book…It made it very relevant” (Talkbacks 2015).  
These responses show that greater connection to the characters and their real world 
counterparts that formed with the help of the interludes.  Indeed, when interviewing a 
student outside of a theatrical or scientific major, she replied that she thought the message 
to be clear and that “it seemed to be mutual…not just that humans are supposed to take 
care of the earth…humans are more obligated to look after the other animals because this 
is a world that they share” (Talkbacks 2015). 
 Riding this idea of theme, I also asked audiences the question of what they 
thought our catch phrase “We are one blood, you and I” meant.  A nine-year-old child, 
accompanied by his mother in one of my discussions piped up, “We are one big family” 
(Talkbacks 2015).  Another woman replied that the phrase “emphasized that the common 
goal of all creatures is survival, and we see different creatures mode of survival 
throughout the show, but that commonality was great to see” (Talkbacks 2015).  
Audience members at the third talkback mentioned that it turned the idea of man being 
superior to other animals over, emphasizing that humans are also just animals and a part 
of nature.  I was delighted at the deep level of philosophy even the smallest members of 
my audience seemed capable of.  That they stayed for a talkback to speak these answers 
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aloud ought to support that these observations will affect them in the long term, which 
was my greatest hope with this project. 
 I posed to many people the subject of the music:  I wanted to know details of 
whether it was jarring and if certain songs with a large amount of subtext, like “Tiger! 
Tiger!” communicated even a piece of their complicated message to my audience.  In the 
talkbacks and interview, there was a general consensus that everyone liked the drums – 
they saw them as elements that enhanced the feeling and energy in the show and built the 
action.  They also believed that each song fit in each moment very smoothly and felt like 
it belonged in that place.  Briefly the idea of adding more instrumentation was discussed 
in the third talkback, but one person added the comment that just the drums and the 
voices made the show “more raw.”  The observation I made in both talkbacks and 
interviews was that overall the lyrics were not so discernible and clear that the audience 
could understand the songs on more than a rhythmic level.  I did notice that for members 
of my production staff more divorced from the production until later in the technical 
rehearsal process, representing people who saw the songs performed in the show second 
and third times, started to read deeper into their textual meaning.  I believe that if the 
show had a much longer run, where people who wanted to see it multiple times could 
(and, over the process, there were several children and parents who submitted they 
wanted to see it again), or if there were a recorded soundtrack that they could listen to 
when at home, or a well-filmed version of the production, they might have also gained 
the deeper meaning behind many songs.  For now, however, I am satisfied with having 
increased their intrigue so that they might seek the original poems out in the public 
domain text. 
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 Each time I asked a crowd of people about the movement, they responded with a 
general grumble of approval and satisfaction.  Several people pointed out how they liked 
that it made the characters and animals distinct (Talkbacks 2015).  One adult audience 
member seemed particularly affected by the performance theory behind seeing the actors 
take the roles as animals that were very clearly still played by humans, “Well it was 
interesting…that spectrum between the actors playing as animals versus playing as 
animalized people…as the audience you can dial that in to Mowgli for how he is to the 
animals around him since you are seeing everything in his eyes, you are introduced to this 
sort of ebb and flow between animal and man which creates a sort of interesting subtext 
in the play” (Talkbacks 2015).  The more intellectually-inclined audience members 
enjoyed the interplay between actors as animals that are cast as multiple animals and as 
humans.  The idea of seeing this interplay all through Mowgli’s eyes because he is the 
main character poses as an explanation for Mowgli’s fluctuating relationship with the 
jungle on his journey to adulthood. 
 One child with his mother asked us how long the cast had practiced for the show.  
One young woman in the third audience answered, “All the physicality made the show a 
lot of fun too!  It’s just so fun to watch the actors playing around the stage like that” 
(Talkbacks 2015).  I was excited by this sentiment as it illustrated the significance of play 
and emotional commitment that I had studied in Synetic and Grotowski so more than a 
year ago.  When I prompted the audiences with my final question “If there is one thing 
you will take away from this show, what will it be?” many of them answered “the 
movement.”  The performance style was a very powerful one and reached out to many 
people of all ages and demographics. 
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 Most of my talkbacks were conducted with audience members over the age of 
eighteen, despite the target age range of the show being middle school children.  I felt the 
need to ask in my talkback how the college-age audience liked the show.  The responses 
were largely positive: 
 
“Well, I think it’s good to have that as a focus, but it is something everyone can 
enjoy.  And if you think of it as a middle school audience…it has a mix of older 
themes and younger themes so that everybody watching it can enjoy it.  It was 
more universal than just directed at one age-range.”  (College Student,  Talkback 
#2) 
 
 At this point, I was grateful to realize that the play had appealed in a way that I 
thought might have been a too vague or ambitious goal to reach:  the story appealed to 
general audiences, otherwise known as the whole family.  In targeting the middle range 
of minds, keeping the action high but the themes complex, I was actually appealing to 
everyone in my audience and taking my hopes of reaching a universal audience to 
appealing across several age gaps.  The feedback continued immediately after this 
comment: 
 
“I agree with that, but if you’re aiming it towards middle school, I think that’s 
important because that’s the time when you’re trying to figure out who you are 
and how you fit in (what am I supposed to do?) and it kind of showing them that 
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they can create their own path and be their own person and that’s a good age to 
set that up.”  (College Student, Talkback #2) 
 
 On the side of appealing to the age group I actually intended to reach out to, this 
comment brings up a gratifyingly valid point.  The self-discovery Mowgli experiences 
throughout the story and the transformations he sees in himself and world around him are 
key aspects that make this story appeal to middle grade children in particular.  Middle 
school is a stressful time for children as they enter puberty and are first learning about 
themselves and what it means to be a student and an increasingly independent person, 
and this group of individuals cries out for more media that addresses them specifically.  
Indeed, in my experience, the group still possesses the free time to fully enjoy media, 
whether through reading, playing games, or watching film/television, but also develops 
the intelligence and attention span to understand more complex material.  Another highly 
pertinent point came from the same audience: 
 
“I think you did the ‘for all ages’ thing rather well.  I remember from middle 
school a lot of the truly horrific pieces of theatre they made us watch and it was 
really nice to see something intended for middle schoolers that’s taking itself very 
seriously and incorporating a lot of skill.  Maybe we all just have very short 
attention spans, but I thought this was done very well.”  (College Student, 
Talkback #2) 
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 Because of how difficult it is to find media that will appeal to middle grade 
students, In my experience, I have found stories like this student’s are fairly common.  In 
my personal experience, I saw similar attempts to reach my classmates and I, but we were 
quickly alienated by overly simplified themes, “dumbed down” text, and 
condescendingly unskillful and low-budget performances.  A low quality, ill-fitted play 
done for middle school students can have the opposite effects of its intention, causing 
them to lose interest for a group of performers who did not take the time and effort to 
understand enough about their audience to appeal more directly to them.  The above 
audience member seemed to agree with this sentiment.  This follow demographic 
particularly interested me in the last talkback: 
 
“I feel like it would be a really good show for middle school kids.  For me, as an 
international student, when I go to the shows in PBK, they have a lot of history I 
cannot catch, but for this show, I enjoyed it a lot.  You were so great!”  
(International Student, Talkback #3) 
 
 The cast’s and my excitement was profound after hearing this comment.  Given 
the nature of our community and the audiences we planned to perform for, we did not 
expect to have many opportunities to attempt to bridge a significant language or cultural 
gap with our show.  While the international student who made this comment was quite 
proficient in English, shows that were robustly intellectual or dense with dialogue and 
diatribes would have been much more difficult to understand for someone who has not 
had a lifetime of exposure to English.  Knowing that our link of communication was 
                   Vinsavich 69 
strong enough to entertain a person from another cultural and language background took 
our ability to universally communicate our story to a much higher level. 
 In the third talkback, we went off on a tangent prompted by the flow of the 
discussion where we debated the efficacy of actor-audience interaction in the show.  This 
particular performance experienced a high level of this interaction because it was our 
largest audience and the actors had truly grown more comfortable with more directly 
addressing spectators.  I even asked for everyone’s opinions on whether such a method 
might come off positively in the schools.  They responded with sentiments like “this 
show is good for interaction” (Talkback #3) and “it was a lot of fun from the front row” 
(Talkback #3).  They also commented that they thought the space suited the performance 
very well, that it felt like “I was in the world” (Talkback #3).  They agreed that it would 
be interesting to see the stage extend even further into the audience (an aspect we played 
with in our final space but that truly needed another month or so of rehearsal to see a full 
result different from how we had been rehearsing the play).  They encouraged our 
company to embrace more interaction on the whole, especially for the schools, as long it 
remained organic (Talkback #3). 
 To gain a less prompted understanding of what aspects of the performance 
particularly affected each audience member, I asked them the general question of what 
will stick with them most after the performance, if they took home one thing from the 
show, what it would be.  As I mentioned earlier, many audience members answered that 
the movement was this singular aspect that stood out to them.  One individual mentioned 
that he “thought [he] would have a hard time jumping in and believing they were animals, 
but then [he] forgot they were people within five minutes” (College Student from 
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Talkback #1).  Another pointed out that “the drums especially helped [him]…it was a big 
draw when you heard the beat backstage” (College Student from Talkback #1).  Several 
people proceeded to comment on their love of the costumes and sets and how the actors 
interacted so closely with them (Talkback #1, Talkback #2, Talkback #3).  One young 
woman seemed especially touched by the meaning the piece when she said, “It makes me 
want to be more conscious of other people and not take things too seriously and see that 
we may have different opinions or not agree entirely but even though we’re all different 
we all have the same blood” (Talkback #2).  I was glad to see that it seemed there was 
much to be interpreted from my piece and in many ways my audience members were 
pulling from our art things they might have already been looking for.  I prefer it this way 
because it proves that theatre is indeed a dialogue between audience and performers 
whether it takes a literal manifestation. 
 As if to place a precise period on all we had worked towards, a young child 
accompanied by her mother piped in, “I’ll take away everything because it was really 
good!” (Child, Talkback #2).  Everyone else in the audience applauded and the actors 
thanked her immensely.  Her mother proceeded to explain, “We read this book at home, 
and it’s a tough read for children, but seeing everything visually will continue to enhance 
our experience of the original text” (Mother, Talkback #2).  This particular family 
seemed to benefit largely from specifically seeing such a close adaptation to the original 
text performed in front of them.  It was another serendipitous result, but I was very 
hopeful that the children might now interpret their readings of the story in a more 
relevant or relatable way. 
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Interviews 
 
 I organized my interviews in this analysis based on three major groups:  theatre 
students fairly who had very little connection to my process, non-theatre students who 
had no connection to my process, and parents of children who attended the shows.  
Opinions of those involved in the process will be covered in the final section, including 
post-mortems discussions.  While I attempted to gain opinions from teachers at the 
schools I visited, their hectic schedules resulting from inclement weather conditions 
would not allow them time to be interviewed after the show.  I substituted this missing 
demographic with the personal experiences recounted later in this section. 
 I first interviewed my fellow theatre students who formed our symposium that 
took place over the course of the year.  I asked each of them for their impressions of the 
show since they knew how it might relate to my thesis better than anyone else I was to 
interview.  I did want to have the opinions of people divorced from the project itself but 
with this bias. 
 Speaking to them even a good two weeks after the production, they said that the 
movement stuck well with them, that it “struck a chord and worked.”  They pointed out 
that the commitment made it work – the actors put all their energy and focus into what 
they were doing and, despite being novices, they came off as believable and engaging.  
They also thought that the ensembleship and cohesiveness as a cast made the experience 
even more believable and gripping.  They were impressed with the use of the jungle gym 
and thought that set piece in particular was used and played on very well by all the 
characters that it made sense for them to climb.  They found that the music strongly 
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contributed to the tribal aesthetic very strongly, but they agreed the lyrics were difficult 
to discern or remember.  An aspect they commented on that I would explore with 
successive shows or productions was that many of the actors “could have played with 
vocal qualities more for each animal.”  They mentioned that some actors did this very 
well, but the majority could have used more work connecting their vocal sound to their 
movement and character.  Indeed, the last layer added to movement in our physical 
theatre class was spoken word – much like the actor-audience interaction I think it was 
only natural that this process fell short of introducing this complex component at its 
fullest potential (Symposium Discussion, 2015). 
 In the two non-theatre student interviews, I asked very similar questions about 
different elements of the show to see what their reactions were.  One student was an 
English major with a Creative Writing minor.  The other was a Public Policy and 
Environmental Policy double major. 
 I asked both if they thought the environmental message came off, as I was 
concerned by the talkbacks that this may not have left the impact I intended.  I asked if 
what I did could be used when educating children about science.  The English Major 
responded: 
 
“[The Jungle Book] can be used for scientific education…it might be more 
practical for getting people interested in scientific discovery and exploration – 
inspiring, making people care and want to learn things, rather than explicitly 
teaching them.  Then you run the risk of force-feeding people information and 
then people resist that.  Part of the way that works is how literature in essence 
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always works, theatre is part of lit and storytelling and communication…people 
who read Silent Spring… more people decided ‘we should do something…we 
should look into this and we should fix the problem’…that’s the kind of result you 
get from successful literature and themes…but if you are encouraging people to 
learn more and do more for themselves because they care about the story…why 
science is important and why thinking about it is important…is more effective 
than just straight up teaching science” (English Major College Student, 2015). 
 
 This outlook illustrates a major conclusion that I came to with this project.  When 
I started, I was not sure to what degree this particular play would literally be teaching 
scientific concepts, and one would need to dig very deep to find specific scientific 
concepts in the show, but directly addressing and explaining the importance of the 
ideologies while couching it all in an engaging story has its place in the canon, 
encouraging people to pursue their own knowledge. 
 
 The Environmental Policy student had a slightly different take on it: 
 
“There were major environmental undertones [in the show]…I think the way your 
play, in subtle ways, accompanied with the educational literature, achieved its 
goal of inciting enthusiasm.  It’s all about trying to do different things…lecture 
can promote hard fact, but everyone learns differently, and having younger 
children see a play would give them more retention for the information.  When 
people have really extreme messages, people are turned off…But your play had a 
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hopeful message to it; it was subtle enough and not in your face…It 
reinvigorated…Subtle is really good for getting to start thinking about 
environmental things…anything too bold and flashy and ‘we’re gonna die’ [is] a 
huge turn off for people…Much like the environmental movement…this play 
promotes people to do small things.  It gives you a sense of ‘we can do it’” 
(Public Policy and Environmental Policy Student, 2015). 
 
 From a different outlook, this student agrees with the previous one, but focuses on 
the different genres that might teach science.  Content in a play may inspire enthusiasm 
or teach hard fact, and she is insightful in saying students will learn in different ways.  
The purpose of this project is not to condemn traditional forms of learning, as clearly the 
lecture style may not need a theatrical twist to it to engage students.  Some may prefer 
reading material online, in books, or spoken regularly in lectures.  Some students may 
benefit from a dramatic, interactive, fact-ridden lecture experience like those present 
through my research (Taşkın-Can 2013, Weiland 2011).  My work is a bit subtler and 
therefore, as readers may have gleaned from the talkbacks and interviews covered in this 
section, more likely to generate different reactions from its audiences.  And this fills a 
most necessary niche in science communication. 
 The movement continued to have an impact on my interviewees, as seen 
previously in the theatre students.  “You could tell a lot about a character,” said one 
student, and she proceeded to list off many characters and recalled how she was affected 
by each of them because of the movement (English Major College Student, 2015).  “The 
acting was really cool and intricate, the physicality and stuff…Made me more connected 
                   Vinsavich 75 
to the characters and made the play more believable and [I was] more drawn into it” said 
the other student.  Interest in the movement appealed to students that specialized in 
multiple disciplines.  The Policy student continued to talk about her favorite aspect of the 
performance:  “definitely the physicality, and kind of the way the room was itself. We 
were close to the show…close to the stage…it was physically close enough so that it 
drew you in.  You could see everyone put so much effort, and that made the performance 
mean that much more to people” (Public Policy and Environmental Policy Student, 
2015). 
 The Public and Environmental Policy student actually had chosen to take a 
pamphlet at the door and spoke on its influence over her.  She starting by talking about 
how “the pamphlet and the play worked well together…reading about conserving animals 
and watching those animals in the space, in a specific story…made we want to go out and 
learn more about those animals” (Public Policy and Environmental Policy Student, 2015).  
This unprompted response validated much of my original intentions with the pamphlets, 
and I wished I might have distributed more of them to younger audiences directly now – 
unfortunately, as mentioned previously, our publicity lacked the budget to print enough to 
distribute to everyone in our school audiences.  My greatest regret about this part of the 
project would be our inability to print enough materials for everyone. 
 Following my college student interviews, I proceeded to speak with the parents of 
some of the youngest audience members we performed for.  I wanted to see how they 
perceived the show influenced their children since they knew their kids better than I and 
would give more detailed answers than even asking the kids themselves might. 
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 I started with the generic question of how the children liked the show.  The 
children of these interviewees were two brothers, ages seven and three, and a single 
daughter age three.  “[My three-year-old son] was right down in center for the first 
half…they both liked the humor of it, they loved the monkeys, laughing about them.  The 
wolves howling and barking, the toddler loves, and loved the music and dancing because 
it was so visually stimulating” (Parent #1 Interview, 2015).  The second parent felt 
similarly:  “[My three-year-old daughter] loved it – she had a great time.  It kept her 
attention.  The smaller attendance had a lot to do with that…she had a lot of personal 
contact and felt like a part of the performance.  She’s young and it still kept her attention, 
so that’s amazing to see.  I think that she liked the costumes and the noises – [they] really 
got her attention.  I think that was a big part of it.  Good job with the costumes and the 
animal sounds” (Parent #2 Interview, 2015).  This second observation was of one of our 
final performances, when we had such low attendance, the cast was able to train most of 
its attention on the two children in the audience, and their experience was particularly 
interactive and personalized.  For the two little boys, who experienced one of our most 
crowded and earliest performances, one was much closer to the action and benefited 
heavily from that level of interaction, and both seemed to be stimulated aurally and 
visually.  Bright colors and fun noises appeal especially to younger audiences who may 
not otherwise be able to follow a more complex plot. 
 Considering the age of the show again and the complex themes it held, I went on 
to ask them how well overall it held the younger children’s attention.  The father of the 
two boys answered that it “kept [my three-year-old’s] attention better than [my seven-
year-old’s].  [The older brother] was sitting off to the side, while [his younger brother] 
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was down in front.  But you saw the grin on [the older one’s] face afterward.  He liked it 
too” (Parent #1 Interview, 2015).  I found it interesting that both age and proximity 
potentially affected the children’s interest in the show.  I imagine that proximity was the 
major factor, as I remember the older child of the two mentioned above was several rows 
away from the action, while his brother was sitting on the floor in front of the actors.  
Other children in previous talkbacks seemed engaged when they were in the first row as 
well.  The question then rises about how one can generate that level of proximity in a 
theatre space that can cater to a larger number of children.  The mother of the young girl 
put forth that from her perspective, “[the little girl] wiggled a couple of times here and 
there, but 98% of the time she was completely engaged” (Parent #2 Interview, 2015).  
The percentage cannot be precisely measured, but it is clear that children as young as age 
three were able to be engaged and influenced by this show. 
 I also asked each parent how he or she thought the kids might have gotten the 
environmental message, considering their significant youth.  The father of the two boys 
answered, “Definitely it reached [my seven-year-old son]…I don’t know as much about 
[my three-year-old son]…definitely the connectedness of us all…Yes, I think it definitely 
did leave an impact…[the three-year-old] was asking me questions, asking me about 
what was going on during Mowgli mourning Shere Khan…It was [his] first time in the 
theatre” (Parent #1 Interview, 2015).   I am excited by the curiosity sparked in both 
children.  I realize it is difficult based on these words the kind of message received by the 
older son, but I believe it is reasonable to believe he recognized that protecting the 
animals in the show holds significance.  The other parent added, “I don’t think that [my 
three-year-old daughter] got [the conservation] part at all…I think that in general the idea 
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came through at the end though” (Parent #2 Interview, 2015).  Future research might 
benefit from understanding what levels of cognition different ages experience these 
theatrical pieces at.  For this project, I found the notion that we had the chance to 
positively influence many of these children’s first exposures to live performance 
immensely gratifying. 
 To see how well certain parts of the show appealed to the children, I asked the 
parents who their favorite characters were.  “The monkeys and…the wolves too, so vocal 
and energetic and interactive” (Parent #1 Interview, 2015).  “Hers was the 
narrator…Baloo.  He was a big part in keeping her engaged.  She would have chosen all 
of them…but just watching her…it was Baloo” (Parent #2 Interview, 2015).  The 
children seemed to gravitate to the highest energy characters that worked well together in 
an ensemble – perhaps because there was always something new to look at so that a 
shorter attention span might stay engaged.  I also think that direct interaction trumped all 
other attempts at grabbing the attention.  It was very clear that children loved to be 
addressed directly and organically.  Theatre does hold significance for their development 
and entertainment. 
 The father of the boys had a pamphlet with him during the performance and 
perused it, but in our interview, he did not mention having shown it to his children at all.  
He himself found it was informative in an attractive presentation (Parent #1 Interview, 
2015).  It seemed that in trying to reach the middle school age range, even in the 
pamphlet, we were still geared toward a range that appealed to general audiences. 
 I then asked these two the obligatory question about the movement in the show 
and how it affected the children.  “It was engaging and exciting, integral to the story, and 
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a great way of keeping the boys’ attention too”(Parent #1 Interview, 2015).  “Thought the 
movements were right on the money…the parts with the jungle gym were really cool…a 
couple of the times I thought that…you could tell they put a lot of effort into it…that was 
the part that made them believable” (Parent #2 Interview, 2015).  Speaking to the energy 
of the piece seems to have been a very common observation by many of my audience 
members, but I think this only continues to illustrate the universality of the production, 
allowing it to reach even the youngest members of the audience with success. 
 
 
Younger Audiences and Interactions with Them 
 
 The school that we were able to attend unfortunately only had time for one 
question and answer session after one of the performances, when we decided to let the 
middle school students part of the School of the Arts program ask questions of the cast 
and crew.  Questions were directed more to their interest in theatre than in science, but 
they very much seemed engaged by the show itself and the story, which to me, proved a 
success with them.  They seemed to really look up to the actors they had just seen 
perform, almost as if as role models.  A couple students were asking their teachers if our 
company had an Instagram they could follow (we, unfortunately, did not).  The interest 
and enthusiasm was certainly present, and I would recommend to anyone interested in 
pursuing a similar project to ours should look into some online presence that the students 
might have a chance to follow long-term – something simple and noncommittal like an 
Instagram or a Twitter might be the next level of outreach when attempting to 
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communicate science to this younger audience.  Especially since we had so much trouble 
with paper copies of the tri-fold pamphlets, perhaps our media would have seen more 
success if it had been digital and dispersed over a longer period of time. 
 While I was not able to perform a formal interview with any school officials, I do 
recall from that day the general sentiments given by the teachers.  Many of them liked 
our performance so well, they wanted us to remain at the school for another show, but the 
actors were not up to another run in the same day.  The former principal of another 
elementary school in the Gloucester area approached me after the final Cook Foundation 
performance, and said she was very interested in our cast performing at her school during 
the day later this semester.  This was yet another request logistics would prevent us from 
fulfilling, but the teachers liked what we did very much.  I asked for their opinions on the 
performances as we were visiting, and they responded that our show was very unique, 
innovative and that the children very much liked it. 
 The children we encountered were fascinated in my actors.  They wanted to find 
out more about their lives or their characters’ lives.  When given the opportunity in a 
talkback or after a show, they would ask what grade they were in, if they could sign 
autographs (multiple children under the age of ten wanted everyone’s autographs), how 
long they practiced, and if they liked the characters they played.  They asked Mowgli if 
he really cried and if the actors were all right if they had tripped.  They went so far as to 
tell certain characters that they really liked them in the show.  I might have compared 
their excitement to when they see their favorite cartoon characters in real life in 
amusement parks.  When rehearsals were at their roughest, I remember warning the cast 
that the children they performed for could be their biggest fans or their harshest critics – 
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they lacked any inhibitions at letting the performers know what they thought of the show 
before them.  Their appreciation and excitement for our work was by far the most 
rewarding part of this entire experience. 
 
 
Post Mortem Discussions and Reflections 
 
 Post mortem discussions are meant for the improvement of the company.  Many 
of the recommendations about the temporary company we constructed, especially on the 
side of production, stand more for the improvement of future directorials at this college 
than as suggestions for future productions of this show or delivery of its message. 
 Within the production team’s post mortem, people agreed that the project was 
double the amount of work because the show toured, and that while the collaboration or 
communication felt like it was lacking at points, this was largely because the demand for 
these two aspects of the teamwork was exquisitely high.  Many solid suggestions were 
made for establishing a firmer foundation for second season productions so that they 
stood a better chance at doing ambitious projects, rather than focusing too heavily on 
building a production company at the college from scratch with every new show.  I was 
very proud of and happy with my team in the end, despite how trying parts of the project 
became.  The performers were not the only ones who had put a lot of heart into their 
work and the show would not have been as good without each and every technician and 
designer that assisted on the project. 
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 During the actor’s post mortem, I learned a good deal of just how much my 
performers poured themselves into the production.  Many times at the expense of 
themselves and their physical wellbeing, the actors pressed forward through trying 
rehearsal and performance conditions.  Professional movement-based companies often 
have doctors or physical therapists on call or backstage to help actors who are injured.  
My cast pressed through muscles that seized up, wrists that sprained, rugs that burned, 
throats that scratched, and a whole lot of fatigue.  My inexperience with directing a 
movement company and predicting problems before they happened, combined with their 
lack of physical conditioning before the show (all problems that were, as mentioned 
previously in this paper, aggravated by the shortened time frame for the entire rehearsal 
process) created much adversity for us as a company.  I demanded an exceeding amount 
of work out of the actors, mostly because I truly believed they had the ability to make 
something amazing within them (I would not have developed this project otherwise).  
They commented on how much they liked the workshop setting, the sense of fun and 
play, and the group dynamics.  I was happy to hear this, as I had hoped a show that was 
fun to create and rehearse would be exponentially more fun and entertaining to perform 
in front of people.  Finally, the actors expressed to me that they thought the greatest scope 
of this project felt like it had been accomplished and that they were glad to have been a 
part of a production with such a big vision.  I was sincerely grateful to have each of them 
as a part of this vision. The vision was not a vision without each of them in it. 
 
 
Director’s Reflections on the Process 
                   Vinsavich 83 
 
 I had not set major expectations for what the talkbacks, interviews, and post 
mortems would yield.  Like any good director and producer, I steeled myself for the 
worst.  I had decided that even if the show turned out difficult to understand and could 
not hold the attention of anyone under the age of eighteen, there would be many lessons 
to learn from an attempt of this magnitude.  At the expense of sounding like I am likely to 
rest too heavily on my laurels, I admit that I was not prepared for what, from my limited 
point of view, appeared as a monumental success.  Despite all the struggles the process 
oversaw, we managed to leave significant impacts on our audiences. 
 Based on the talkback process, I swiftly learned of some issues I knew I might 
have been able to improve on.  The program might have benefited from stating that the 
lyrics of the songs were Kipling’s with the music composed by Will Hart (rather than just 
attributing him with the title of “music director”), and listing the lyrics in the program or 
at least the order of the scenes may have helped to answer some questions my audience 
members had about structure and song meaning.  As mentioned earlier, I think perhaps an 
electronic alternative to the trifold pamphlet, such as an Instagram or Twitter account, 
might have been a farther-reaching outreach campaign.  We might have also been able to 
better afford the tri-folds for the schools if we had not felt the need to hand them out to 
our audiences with their programs.  I also wish I had shared my thesis, and the details of 
my vision, more with my production team, especially with my actors.  The clarity of 
purpose for the show seemed to be lost in the scramble to get it up and running, and I 
might have seen different input from my ensemble if I had detailed to them more of what 
I wanted out of the show.  But, in my defense, I wanted to see this develop without my 
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guidance.  This thesis would not have become what it is now without the fully realized 
process of The Jungle Book, and the project fully formed as an honors project as the play 
started to look more and more like a full production. 
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Conclusion 	  	  
 Five years ago, I performed in my first production of The Jungle Book (or rather, 
Jungalbook adapted by Edward Mast) as a non-speaking bird.  My first role ever in my 
high school’s theatre program, I treated the part with the utmost seriousness.  The birds 
sat onstage for the entire forty-minute show, acting as colorful, living pieces of the 
scenery.  Our part was forgettable at best, but our job was not easy.  I remember hopping 
about as a bird between scenes, getting sore from the deep plié my legs stayed in, and 
sustaining intense headaches throughout the show from jerking and twitching my head 
about like a bird’s.  I remember how popular our play was at competition, and how 
people were enthralled to see our costumes and animalistic sounds and behaviors.  I 
remember how we used to make fun of how quaint the script was, saying it was written 
for middle school children and older, but reading as if it were written for elementary 
students.  Our theatre teacher at the time booked a workshop for us with a member of 
Synetic Theater’s outreach company, and he taught us how to move like our animals.  
The workshop was a brief but life-changing experience.  I knew I liked what our humble 
production was getting at, but I knew I could also go so much further and accomplish 
much more than any of us teenagers back then thought possible. 
 Since that fateful production five years ago, ideas for this project began churning 
in me, though I was not fully aware of them until three years ago, when I had decided to 
do a project with actors playing animals because it could be different and fun.  The 
potential to make all this happen was always stewing inside me, but it was while working 
on this project that I could put words to what I was feeling and give life to the theories 
behind movement and outreach, and how to accomplish outreach through movement.  I 
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wanted this production to bring fun and heart to the stage because that was what stayed 
with me since that first production, five years ago. 
 Our goal for this project was to make people care.  We wanted them to care about 
the animals they watched, the stories they heard, and the people they saw performing 
onstage.  We wanted them to care about each other and about the world we all share 
together.  I think they already did care, everybody does, but we just had the opportunity 
to remind them.  We got to be the first exposure for many children to theatre, which has 
proven to be a highly rewarding experience.  I learned that productions like ours certainly 
make a difference, and I only want to continue to develop this story and future ones. 
 As for the company, one of the greatest parts of this study was getting to have 
such a solid and all-encompassing practical experience.  Constructing a touring company 
from scratch gave me a new appreciation for every aspect of theatre and just how much 
collaboration is required to make it all come together.  People mentioned during 
interviews that they recognized the amount of effort we put in to making things happen, 
and I think that showing the amount of hard work and care that goes into a project 
becomes a large part of how well it is received.  I often reminded my actors, “They [the 
audience] can’t care if we don’t.”  This discovery stands as yet another commonality 
between art and science.  Showing the audience our joys and struggles as we tell our 
stories makes them worth hearing. 
 I would like to call this adventure a monumental success.  We proved to many 
that theatre has strong communicative abilities to offer, both in and out of the academic 
setting.  We connected people to the animals whose stories we told, both fictional and 
non-fictional.  We incited new enthusiasm for science in younger minds and 
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reinvigorated those who have been studying it for a while.  We accomplished all we set 
out to do and discovered several pathways that may lead us to creating so much more.  
This project will follow me for the rest of my life and may have laid the foundation for a 
cause I can pursue and make my life’s work. 
 Rudyard Kipling, the man who in many ways started this all, wrote in The Second 
Jungle Book: 
 
“These are the Four that are never content, that have never 
 been filled since the Dews began— 
Jacala’s mouth, and the glut of the Kite, and the hands of the 
 Ape, and the Eyes of Man. 
     Jungle Saying.” 
 
      (Kipling 1985) 
 
 “The Eyes of Man” will always keep looking and are always open to absorbing 
more from the world around them.  As we learn, grow, and prosper, we will see ourselves 
accomplish many more great things before our time is done.  Let us take part in these 
experiences together, always fashioning stories worth sharing.  The people we touched 
throughout our process will in time have stories of their own to tell.  And I cannot wait to 
hear them.  
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Appendix 	  	  	  
 The following are supplemental materials to assist in understanding and 
recollection of The Jungle Book as it appeared on the stage.  Enclosed are creative and 
reflective materials all in association with the original production. 
 
Contents Enclosed: 
 
Talkbacks 
 Talkback #1 (conducted February 19, 2015) 
 Talkback #2 (conducted February 20, 2015) 
 Talkback #3 (conducted February 21, 2015) 
Interviews 
Notes from the Post Mortem Discussions 
 Production Team Post Mortem on Production Process 
 Cast Post Mortem on Rehearsal Process 
December 2014 Final Draft of The Jungle Book Script 
Tri-Fold Information Pamphlet 
Program Copy 
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Talkbacks	  
 
Q: “How do you think Mowgli felt after killing Shere Khan?” 
 
“When you think you want something and then you get it and then you realize it you 
didn’t and it’s a very personal disappointment.”  Talkback #1 
 
 
Q: “How many of you knew the story of The Jungle Book before today?” 
 
Talkback #1 – Everyone but one 
Talkback #2 – Almost everyone 
Talkback #3 – Almost everyone 
 
 
Q:  “How did the interludes enhance your understanding of the characters?   How 
 they connected to the real world?” 
 
“They definitely added to the conservation message…I would not have gotten that 
message if it weren’t for those monologues.”  Talkback #1 Student from College of 
William and Mary 
 
“It fit pretty well.  I think it added another dimension to the characters.”  Talkback #1 
Student from College of William and Mary 
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“Embrace your inner animal, the whole show is kind of about that.”  Talkback #1 Student 
from College of William and Mary 
 
“I thought they were really great…Really helped me make the connection for why this 
story is important…We all have a connection to the animal in us…It made it more than 
just the story of the Jungle book…It made it very relevant.”  Talkback #2 Student from 
College of William and Mary 
 
“Interesting choice to have Kaa do one of the monologues.  Gave the way of the Jungle 
Law a more understandable context.”  Talkback #2 Student from College of William and 
Mary 
 
“I think it was good because it let the actors keep to bein very animal in the scnee but 
also let you ge the subtext of them being the characters without breaking the barrier of 
them being an animla and the injection of a personality.”  Talkback #2 Adult 
 
“Recapping on the themes and good way to lay it out…gives the characters a chance to 
move around.” Talkback #3 Student from College of William and Mary 
 
“Blended very well…almost undiscernibly so.”  Talkback #3 Student from College of 
William and Mary 
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Q:  “What does ‘we are one blood, you and I’ mean?” 
 
“We are one big family!”  Talkback #2 Child 
 
“Emphasized that the common goal of all creatures is survival, and we see different 
creatures mode of survival throughout the show, but that commonality was great to see.”  
Talkback #2 Adult  
 
“That stood in contrast with the behavior between the humans and the monkeys…It was a 
hope, but that’s not reality.  But Mowgli was better off making his own way in the 
Jungle.”  Talkback #2 Adult 
 
“Brings home the environmental message…man feeling superior…one blood you and I 
reverses that, we are just animals and a part of nature.”  Talkback #3 Adult 
 
 
Q:  “What did the music effect your experience?” 
 
The drums…  
“Built action.” 
“It felt tribal.  It was not jarring.” 
“It fit.  It was meant to be there.” 
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“It felt in place.” 
 
“Wonderful.” 
 
“Voices alone were hard to understand.” 
 
“Really enjoyed the drums.” 
 
“I wanted more instruments.” 
 
“I liked it without extra instruments…[the show] was more raw.” 
 
– Talkback #3 
 
 
Q:  “How do you think the middle school age-range affected your experience with 
 the show?” 
 
“Well, I think it’s good to have that as a focus, but it is something everyone can enjoy.  
And if you think of it as a middle school audience…it has a mix of older themes and 
younger themes so that everybody watching it can enjoy it.  It was more universal than 
just directed at one age-range.”  Talkback #2 Student from College of William and Mary 
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“I agree with that, but if you’re aiming it towards middle school, I think that’s important 
because that’s the time when you’re trying to figure out who you are and how you fit in, 
what am I supposed to do, and it kind of showing them that they can create their own 
path and be their own person and that’s a good age to set that up.”  Talkback #2 Student 
from College of William and Mary 
 
“I think you did the ‘for all ages’ thing rather well.  I remember from middle school a lot 
of the truly horrific pieces of theatre they made us watch and it was really nice to see 
something intended for middle schoolers that’s taking itself very seriously and 
incorporating a lot of skill.  Maybe we all just have very short attention spans, but I 
thought this was done very well.”  Talkback #2 Student from College of William and 
Mary 
 
“I feel like it would be a really good show for middle school kids.  For me, as an 
international student, when I go to the shows in PBK, they have a lot of history I cannot 
catch, but for this show, I enjoyed it a lot.  You were so great!” Talkback #3 International 
Student from College of William and Mary 
 
“Middle school is a coming out time…I think if you are presenting this to that audience, 
the animal in us and in me, that’s great.”  Talkback #3 Student from College of William 
and Mary 
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Q:  “What’s going to stick with you after this performance?  If you could choose 
 one thing you will take away, what would it be?” 
 
“The movement…the movement was so consistent and really good with the different 
animals.”  Talkback #1 Student from College of William and Mary 
 
“The physical noises you made.”  Talkback #1 from College of William and Mary 
 
“Thought I would have a hard time jumping in and believing they were animals, but then 
I forgot they were people within five minutes.”  Talkback #1 Student from College of 
William and Mary 
 
“The drums especially helped me…it was a big draw when you heard the beat 
backstage.”  Talkback #1 Student from College of William and Mary 
 
“I liked how they were all over the set.”  Talkback #2 Student from College of William 
and Mary 
 
“It makes me want to be more conscious of other people and not take things too seriously 
and see that we may have different opinions or not agree entirely but even though we’re 
all different we all have the same blood.”  Talkback #2 Student from College of William 
and Mary 
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“I’ll take away everything because it was really good.”  Talkback #2 Child 
 
“We read this book at home, and it’s a tough read for children, but seeing everything 
visually will continue to enhance our experience of the original text and our discussions 
between literature and the movie.  And the book usually wins.”  Talkback #2 Parent of 
Children 
 
“What do the wolf people ever get done?”  Talkback #2 Adult 
 
“Simplistic set pieces and moving it using the simplest things transformed it…I really 
like the set.”  Talkback #2 Teenager 
 
“I love the adult humor too.”  Talkback #2 Student from the College of William and 
Mary 
 
“The movement.”  Talkback #3 Student from the College of William and Mary 
 
“Costuming was fascinating.”  Talkback #3 Adult 
 
“The movement is incredible.”  Talkback #3 Adult 
 
“The jungle gym is amazing.”  Talkback #3 Student from the College of William and 
Mary 
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Q:  “What did you think of the movement in the show?” 
 
General sounds of approval.  Talkback #2 
 
“How long did you practice?”  Talkback #2 Child 
 
“Made the characters and animals distinct” Talkback #3 Students 
 
“All the physicality made the fun a lot of fun too!  It’s just so fun to watch the actors 
playing around the stage like that.”  Talkback #3 Student 
 
 
Other Comments 
 
“I loved the moment when the animals around Mowgli stopped speaking…you can’t hear 
the sleigh bell anymore”   Talkback #2 Adult 
 
“Well interesting that spectrum between the actors playing as animals versus playing as 
animized people as the audience you can dial that in to as Mowgli for how he is to the 
animals around him since you are seeing everything in his eyes, you are introduced to this 
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sort of ebb and flow between animal and man which creates a sort of interesting subtext 
in the play.”  Talkback #2 Adult 
 
 
Q:  “What if we added more interaction?” 
 
“A lot of fun from the front row.”  Talkback #3 
 
“Extend stage into audience.”  Talkback #3 
 
“Needs to be organic.”  Talkback #3 
 
“This show is really good for interaction.”  Talkback #3	  	   	  
                   Vinsavich 98 
Interviews	  	  	  
Symposium Discussion 
• Struck a chord and worked…people climbing and crawling around 
• Commitment…jackal was the best 
• Music came together 
• Carried themselves differently for time 
• Cohesiveness with cast, worked really well together 
• Night and day difference…didn’t want to touch each other…got them together 
• Jungle Gym worked all the characters a lot 
• Tone of the songs…really contributed to the aesthetic. 
o Because it was tribal, bordering on sloppy style…difficult to 
understand lyrics a good portion of the time 
o Scene changes could have been neater…more rehearsal would have 
helped 
o Cluttered onstage 
• Could have played with vocal qualities more for each animal 
o More from Bagheera would have been good 
o Shere Khan / Kaa was wonderful with this 	  	  
English and Creative Writing Major 
 
• The movement was great…it was going pretty much the whole time…you 
could tell a lot about a character…big contrast with the animals shrinking and 
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popping around and sliding and hoppy with Mowgli in the human 
village…humans walking around like mobile sticks.  And Mowgli being the 
traditional wild child returning to civilization…totally different people.  
Raksha to the bird…huge difference, very clear, no way to confuse those two 
characters.  One those things that struck me a lot, other than the Bandar log as 
monkeys…Bagheera was constantly in motion…she was constantly slinking 
like a cat…I have a cat, that’s how she crosses her paws…some bits where 
she was moving too much…it resulted in pacing, it didn’t always match the 
conversation…particularly in this moment.  Seemed very unmotivated and 
distracting.  Baggy, what’s wrong?  Why are you so restless?  Movement was 
so key to the characters…utilize the stillness and suspension.  Panthers are 
very still…that is allowed…let her just chill.  You don’t expect them to be 
going back and forth constantly.  Everyone likes the cows…it was an 
interesting and scary way to do it…you get sucked in by this death monster. 
• Can be used for scientific education…it might be more practical for getting 
people interested in scientific discovery and exploration, inspiring, making 
people care and want to learn things, rather than explicitly teaching them.  
Then you run the risk of force-feeding people information and then people 
resist that. 
• Part of the way that works is how literature in essence always works (English 
major bias), theatre is part of lit and storytelling and communication…people 
who read Silent Spring…you know what, I care about this, people who got up, 
look and listen…let me tell you some stories so that you understand what is 
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going on in your world…more people decided “we should do something…we 
should look into this and we should fix the problem” …that’s the kind of 
result you get from successful literature and themes…but if you are 
encouraging people to learn more and do more for themselves because they 
care about the story…why is science is important and why thinking about it is 
important…is more effective than just straight up teaching science. 
 
 
 
Public Policy and Environmental Policy Major 
 
• Major environmental undertones with the play 
• The acting was really cool and intricate, the physicality and stuff 
• Made me more connected to the characters and made the play more believable 
and more drawn into it 
• Got a pamphlet…the pamphlet and the play worked well together… 
o Reading about conserving animals and watching those animals in the 
space, in a specific story 
o Made we want to go out and learn more about those animals 
• I think the way your play, subtle ways, accompanied with educational 
literature, achieved its goal of inciting enthusiasm 
• Trying to do different things…lecture can promote hard fact, everyone learns 
differently, having younger children see a play would have more retention for 
the information 
• When people have really extreme messages, people are turned off… 
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o But your play had a hopeful message to it, it was subtle enough and 
not in your face 
o Reinvigorated 
o Also people who are not necessarily doing anything about it  
o Subtle is really good for getting to start thinking about the 
environmental…anything too bold and flashy and “we’re gonna die” 
kind of thing is a huge turn off for people 
o The environmental movement…this play promotes people to do small 
things.  Gives you a sense of “we can do it” 
• Definitely the physicality, kind of the way the room was itself. We were close 
to the show…close to the stage.  It was not audience interactive, but it 
physically close enough so that it drew you in. 
• You could see everyone put so much effort, and that made the performance 
mean that much more to people 
 
 
Father of Two Young Boys 
 
• Q: How did you and the kids like it?  What did you like about it? 
 
 Youngest was right down in center for the first half…they liked the humor of it, 
 they loved the monkeys, laughing about them.  The wolves howling and barking, 
 the toddler loves, and loved the music and dancing (visually stimulating). 
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• Q:  How well did it keep their attention? 
 
 Kept three year old’s attention better than seven year old. seven year old was 
 sitting off to the side, while three year old was down in front.  You saw the grin 
 on seven year old’s face. 
 
• Q:  Do you think it had valuable lessons about the environment in it?  It was 
meant to be subtle, but do you think they reached either of the boys? 
 
o Definitely it reached seven year old…I don’t know as much about 
three year old…definitely the connectedness of us all 
o Yes, I think it definitely did leave an impact 
o Three year old was asking me questions, asking me about what was 
going on during Mowgli mourning Shere Khan 
   It was three year old’s first time in the theatre 
 
• Q:  Who was the boys’ favorite character? 
 
  The monkeys and Kaa and the wolves too, so vocal and energetic and  
  interactive. 
 
• Q:  What did you think of the tri-fold pamphlets? 
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o I liked them…I thought they were excellent…I thought the 
information was good, I the presentation was good...(no mention of 
boys) 
 
• Q:  What did you think of the movement for show? 
 
  And it was engaging and exciting, integral to the story, and a great way of  
  keeping the boys’ attention too. 
 
 
 
Mother of Young Girl 
 
 “My three-year-old loved it, she had a great time.  It kept her attention.  The 
smaller attendance had a lot to do with that…she had a lot of personal contact and felt 
like a part of the performance.  She’s a young and it still kept her attention, so that’s 
amazing to see.” 
 
Q:  How did you and your child like it?  What did you like about it? 
• I think that she liked the costumes and the noises really got her attention.  I 
think that was a big part of it.  Good job with the costumes and the animal 
sounds. 
 
Q:  How well did it keep her attention? 
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• She a wiggled a couple of times here and there, 98% of the time she was 
completely engaged. 
 
Q:  Do you think it had valuable lessons about the environment in it?  It was meant to be 
 subtle, but do you think they reached your child? 
• I don’t think that she got that part at all…I think that in general the idea came 
through at the end. 
 
Q:  Who was the your child’s favorite character? 
• Hers was the narrator…Baloo.  He was a big part in keeping her engaged.  
She would have chosen all of them…but just watching her…it was Baloo. 	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Notes from the Post Mortem Discussions 	  	  
Production Staff - Post Mortem – The Jungle Book 
 
 
 
1. What worked well? 
 
- movement workshops 
 
- open line of communication between designers 
 
- worked well within the limited time line 
 
- - degree of show 
 
- good reception from director to have designers sitting in on rehearsals 
 
- always able to ask the questions that needed to be asked 
 
- notes from SM and videos very helpful to those who couldn’t come to  
 
a rehearsal 
 
- really good use of Studio space 
 
- Load in – went really well; very efficient 
 
- Strikes all went very well 
 
- ****set pieces were very mobile 
 
- some lighting instruments were left for the next show with their blessing 
 
- Having a TD was excrutiatingly helpful 
 
- Megan kept Jordan sane 
 
 
 
2. How did the communication work? 
 
- inexperienced stage manager sometimes forgot to pass along information 
 
- no headsets; depended on texting 
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- constant communication necessary for actors – job is redundancy 
 
- theatre people ‘assumptions’ 
 
- list of absolutes 
 
- checklist for second season stage managers 
 
- *****meeting at the beginning of year for second season production staff with  
 
appropriate faculty 
 
- list of faculty/students available to consult 
 
- contracts for production staff 
 
- directors tend to downplay the level of responsibility 
 
- ****introduce designers to freshmen at start of fall term 
 
 
 
3. Discuss the ambitious nature of the project 
 
- different time slot 
 
- a lot of things that were unprecedented things happened because of the  
 
touring, e.g. publicity 
 
- a beneficial experience, despite the challenges of the size of the project 
 
- Jordan – can always up the ante with the second season show 
 
- ****the touring became almost its own directorial 
 
- fleshing out the touring manager role 
 
- show needed 2 publicity people 
 
- Jordan – agrees excruciatingly with Megan, regarding either a studio or a  
 
travelling show 
 
- 2nd designers – help adapt the studio design for a travelling show  
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- when getting people to sign up for positions, only sign up 8 main positions –  
 
post the open positions 
 
- reach out to the dance department 
 
- ****clearer dos and don’ts for working in the studio 
 
- ****designers felt like they were the ones getting screwed over, time-wise 
 
- more time allocated for load in – longer rehearsal period is definitely needed 
 
- work calls did not get their full time in -­‐ line rehearsals via skype over winter break 
 
 
 
 
 
Actor’s Post Mortem – The Jungle Book 
 
 
 
1. What worked well? 
 
- amount of attention paid to establishing a group dynamic, especially  
 
physically – very grateful 
 
- liked the workshop aspect of the show 
 
- sense of playing around 
 
- everyone was working together for the good of the show 
 
 
 
 
2. Communication 
 
- between actors and production staff was lacking 
 
- worked closely with costume designer – necessity of show 
 
- needed more contact 
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- a lot of schedules from stage management 
 
- lack of things to say 
 
- actors need to know what is going on technically so they can help 
 
- more guidance as to how to take care of themselves physically 
 
- many injuries and illnesses 
 
- physical conditioning 
 
- not vocal about physical condition because of time constraints 
 
- if a show is movement heavy, should not be in this time slot 
 -­‐ ****very pleased with the way this show turned out 
 
 
 
 
3. Discuss ambitious nature of project 
 
- scope of the project – ultimately able to deliver 
 
- very rewarding 
 
- glad this production had a big vision 
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